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A compilation of the very best content from ImagineFX magazine over 
the past year, this bookazine is packed with fantastic tutorials to help you 


master traditional and digital art. Divided into clear sections covering 
artist portfolios, workshops, sketchbooks and traditional art, we’ll show 
you how professional artists collaborate on projects and reveal what’s 
in their sketchbooks, how to paint bright and dynamic figures, create 
striking paintings and illustrations, and much more. On top of all this, 


we’ve included some brilliant free resources for you to use in your projects, 
including brushes and start files that enable you to follow the tutorials in the 


bookazine. Visit FileSilo and download them to get started. 
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Shan Qiao
Concept artist Shan has worked for clients 
including Blizzard Entertainment, Digital 
Domain and Tencent, and is known for 
his innovative character designs.


Location: US  MEDia: Photoshop, ZBrush  WEb: https://ifxm.ag/shan-q
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1crossfirE 10th 
annivErsary


“I loved working with the  


Crossfire team. Everyone 


contributed their ideas to the  


art, and the result is so relatable.”


2saMurai DEsign
“I enjoy making sculptures as 


much as painting. Sometimes  


I create character designs in 3D. 


Samurai characters are a 


common theme in my work.”


3ProLon
“I love dark fantasy worlds.  


I wrote a story, came up with 30 


illustrations, and edited them into 


a five-minute animated short. It 


took me three months.”


4KoWLoon story
“I always challenge myself to 


build a rich and colourful world in 


one illustration. I create chaos 


with a certain logic, and let the 


viewer spend time exploring it.”
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Patrick Warren
Patrick is writing and illustrating his own graphic novel, entitled Necropolis: 
The Unusual Death of Elliot Finch. He’s currently a freelance artist, following 
a stint as an artist and animator at Capcom.


Location: England  MEDia: Photoshop  WEb: www.patrickwarrenart.com


1nEcroPoLis – chaPtEr 1
“This front cover needed to catch people’s eyes 


while feeling dark and ominous. I kept everything in 


the background dark, with the foreground figure 


underlit by the neon title.”


2gLitch tunnEL
“I was interested in old VHS distortion and glitch 


art when I did this. I spent a long time getting the 


distortions and imperfections to look, well, perfect!”


3charactEr coLLagE
“Another poster-style image with  


a bunch of characters I invented. I 


wanted to make a cross between a 70s 


film and Capcom video game poster.”
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4nEcroPoLis
“I created this for my 


comic Necropolis. I wanted 


something with a dark, limited 


colour palette and bright 


negative space to make it pop.”
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Roberto Ribeiro Padula
Roberto loves to paint imaginary creatures in a 
realistic manner. On his website you’ll find short 
stories to accompany his paintings.


Location: Brazil  MEDia: Photoshop  WEb: www.artstation.com/bonekrishna


1StrangE Envoy
“An envoy from a 


dimension of diseases, 


bearing a sack full of gifts  


for all of us.”


2rivEr Parrot
“A portrait of a small 


amphibian creature that lives 


near clean bodies of water. 


They are harmless and cute.”


3gary, thE DEvourEr 
of cakES


“A portrait of the oldest and 


most dreadful of all elder 


gods. The god responsible 


for birthdays and ageing, 


known only as Gary.”
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4PaLE StriDEr
“A large creature 


that wanders the 


barren lands and salt 


plains, known for its 


remarkable resilience 


and determination.”


5PygMy baSiLiSk
“Though shy and 


small, this thorny reptile 


is deadly poisonous. 


Just a little scratch 


from its spikes, claws or 


teeth is a guaranteed 


death sentence.”
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Lino Drieghe
Belgian illustrator Lino specialises in environment concepts.  
He splits his time between teaching digital art, working as a 
freelance artist, and taking care of his two children.


Location: Belgium  MEDia: Photoshop  WEb: www.linodriegheart.com
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1couPLE in JungLE
“Often I like to explore new 


Photoshop techniques to 


improve my workflow. This 


image is an example of that 


– I used Custom Shapes,  


the Pattern Stamp tool  


and photobashing.”


2ZoMbiE bEDrooM
“I had a lot of fun 


creating this image, which 


started from a 3D base. Most 


of the objects seen in the 


composition I actually found 


at my home – but thankfully 


not the zombie!”


3ZoMbiE city
“I like to depict scenes 


where nature has reclaimed 


everything. For some people 


that seems a frightening idea, 


but I find I get a very peaceful 


feeling while working on 


images like this.”


4aLMoSt hoME
“This is a result of my 


nightly experimentations 


when the kids are asleep. It 


was all done with the Pattern 


Stamp tool in Photoshop.  


I created my own patterns to 


speed things up.”
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Jenny Suwiwatchai
Jenny is a Thai digital freelance artist who’s enrolled at Syracuse University 
– School of Architecture in New York. Her works includes character design, 
narrative illustrations, storyboards and short films.


Location: US  MEDia: Photoshop  WEb: www.artstation.com/jimster_glider


1SMokE
“I put my own feelings into the 


character. Waking up to find a super-


villain probably feels like waking up 


to a fire drill with an exam the 


following morning.”


2Morning coLLEgE coffEE
“For this piece, I experimented 


with light, shadow, foreground and 


background. I started the overall 


composition as figure-ground marker 


sketches in my sketchbook.”


3rooftop Stunt
“I tried to depict an epic chase 


scene where cars (and motorbikes) 


don’t necessary touch the ground… 


A fine way to escape.”
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Samantha Kung
While studying architectural design, Samantha became interested 
in game and film concept design. She’s inspired by Macau, where 
she’s based: it has rich cultural diversity and a range of architecture.


Location: China  MEDia: Photoshop, SketchUp  WEb: www.artstation.com/eqkung


1SWaMp tribE
“A mood painting to show how the 


swamp tribe looks at nighttime, with 


fireflies flying around. I wanted to create a 


feeling of mystery and fantasy.”


2butchEry kitchEn
“This shows the interior of the store 


where butchers work. I blocked out the 


basic form in SketchUp first, then added 


details in Photoshop.”


3MarkEtpLacE (aEriaL viEW) 
“A large three-quarter design 


depicting the open-air trading space and 


the general layout of the marketplace.”


4MarkEtpLacE (viEW froM  
thE grounD)


“This piece illustrates how citizens move 


around the marketplace, and how they 


spend their daily life: celebrating with 


friends and selling goods.”
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1 WHAT’S THE STORY?
Whether it’s a professional brief or notes for a personal 
piece, my first step is to think about the story. Which 
elements are crucial to telling the story, which are 
secondary, and which add tertiary support? This is 
how you figure out the hierarchy of elements in your 
piece. Here, I wanted the confrontation between the 
warrior and the dragon to be paramount, but I needed 
the secondary elements such as the wrecked wooden 
platform to support the central narrative of the piece.


2 THINK WITH THUMBNAILS
Start with thumbnails that are the same size ratio and orientation as your final 


image. If I thumbnail at the wrong dimensions I’ll end up with all my balances  


off-kilter, and have to rework my design. During this early stage I solve much 


of the design problems before even thinking about the final image. The 


delicate balancing of elements can lead to a strong image, while a slight 


misplacement can change or alter the impact of the image you’re creating.


CREATE pOWERful 
COmpOSiTiOnS
Illustrator and comic artist Steve Ellis reveals how he comes up with 
energetic designs that catch the eye and direct the action on the page


I used to rely on my art 
instincts when it came 
to composing an 
image. My earliest 
professional work was 


in comics, drawing an average six 
panels per page for a total of 130 
separate compositions per book. It 
was a boot camp for composition!  
I learned to be focused and clear, 
with simple and strong compositions. 


As I transitioned to painting  
I wanted to be able to do more 
complex images with multifaceted 
stories in a single image. This meant 
that I had to get more involved in 
learning the tricks of composition. 


I tried to figure out why some 
beautifully rendered images fall apart 
while other seemingly less-finished 
pieces held my eye. Why do some 
images leap off the bookstore shelves 


while others just sit there? Almost 
always it was composition that set 
them apart. To learn more I read 
books such as Michel Jacobs’ The Art 
of Composition: A Simple 
Application of Dynamic Symmetry, 
and looked at art ranging from Old 
Masters to the cover of the latest 
Hawkeye comic through the lens of 
composition. That started a journey 
for me which continues to this day.


Artist insight


Steve Ellis
lOCATiOn: US


Steve has worked for DC, 
Marvel and Wizards of 
the Coast, and also 
teaches art. He’s created 
the comics High Moon, 
The Only Living Boy and 
The Only Living Girl. 
http://steveellisart.com


Artist
 pROfilE
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3 SHAPE MATTERS
Plan for the outside shape of the image. Because this is a 


personal piece, I was able to set its size. I don’t have this 


luxury for commissioned pieces and have to react to the 


dimensions provided. Everything in your image needs to 


relate to the border dimensions. That’s why the canvas 


size is crucial. It creates the framing device for the image 


– the shape that the viewer will be looking through. Once 


the outer dimensions are established, I can approach the 


design from a few different directions.


4 HARnESS THE pOWER Of TRiAnGlES
I often base my compositions around strong, simple 
shapes. Here, I wanted the heroes in this piece to have  
an individual moment to themselves, but also to fit 
together as a team. Because a triangle is a strong shape  
I composed the team so that its various elements led the 
eye to the orc paladin’s head (the green triangle). And 
because the background is also arranged as a 
downwards-pointing triangle (the blue triangle), it created 
a diamond shape where the heads of the main figures are 
approximately placed. All of this is meant to pull the 
reader towards the expressions on the characters’ faces.


 Once the outer dimensions are 
established, I can approach the design 
from a few different directions 
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7 CONTRAST AND DETAIL
These can be great ways to draw the eye to a specific point on 


an image. When creating this dragon, I wanted the focus of the 


piece to be mainly on the face of the dragon, especially his 


mouth and eyes. I’ll often do greyscale filters on my work to see 


if my contrast is working or not and in this case, the highest 


area of contrast is where the mouth meets the fire. Secondary 


to that is the eye and the line of light running up his neck 


leading to his mouth. As for detail, the crispness and amount of 


detail is higher in the face than in other places – especially the 


tail, which sinks into the distance.


6 SYMMETRY OR ASYMMETRY
Symmetry is great at telegraphing order and 


calm, but it can be pretty unexciting. Sometimes, 


as with this portrait, I design while thinking about 


bilateral symmetry, but I vary the elements a bit 


to keep the piece feeling active: the expression in 


the eyes, and the positioning, shape and size of 


the different tentacles, for example. I also balance 


the background elements without repeating 


them, so that they retain a sense of energy.


5 CREATinG DRAmA viA A pOinT Of viEW
For an emotionally effective piece, I want the viewer 
to place themselves in the head of the warrior. I want 
our hero – and thus the viewer – to feel overwhelmed 
and outmatched, but still willing to fight. To achieve 
this, I decided to place the villain above the midpoint 
of the picture. I canted the angle a bit to throw the 
viewer off-kilter as well. That way, the villain is literally 
looming over us as well as the boy.


8 BIG, BOLD DESIGN ELEMENTS
Sometimes it pays to be blatant with your design elements. 


Just look at any Norman Rockwell Saturday Evening Post 


cover. I’ll often use a giant circle on one of my points of interest 


in a piece, creating a halo around the main character or action. 


This draws the viewer’s attention to anything that breaks out of 


that circle. Taking this approach also works with other simple 


shapes, such as a diamond or a triangle. 
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C  Checking placement of elements
Next, I repeat these steps, starting at the top-left corner. Using these guides, I locate the edge of 


the platform, the left wing and the warrior’s hands. This enables me to see that the warrior is right in 


the middle of the diamond shape. The dragon’s head, shifted right, is now in the upper diamond.


B  Identify edges
I draw a line straight across 


at the primary point to establish 


the dragon’s eyeline. Then I place 


a line from the bottom right 


corner at a right angle to the 


original line. These help me 


establish important elements like 


the edge of the platform, the orc’s 


side and the dragon’s wing.


A  Line art 
Using my initial sketch,  


I draw a line from the top right 


corner to the lower left corner. 


Then, from the top left corner  


I draw a line at right angles to  


the first line. This is the primary 


point of interest, and where I’ll 


paint the dragon’s eye.


9 DEvElOpinG DYnAmiC SYmmETRY 
Great compositions use geometry. Here’s an example of how dynamic 
symmetry helps to take this piece to a deeper compositional level…
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11 ASSESSinG  
THE SilHOuETTE
When I’m planning a 
painting I think about 
how the image will 
look as a silhouette. 
Compositionally, the 
silhouette is the outer 
edge of the main forms 
of the foreground 
objects or figures. If it 
works in black and 
white as a composition 
then there’s a good 
chance that the 
composition should 
work fine in colour, if 
you don’t mess around 
with the colour values 
too much. I also make 
sure that the silhouette 
is interesting and 
background elements 
don’t compete with it.


10 GUIDE THE VIEWER THROUGH YOUR ART
Sweeping action or movements across a piece will draw the eye from one side of a composition to the 


other. Using strong, direct action lines built into elements of the picture can move the eye to the point 


you want. In non-action pieces or in the calmer areas of action scenes I use elements such as flowing 


cloth, curling smoke or even directional brush strokes in the sky – all subtle trails that the eye can follow 


to the image’s focal point. Here, I used the waves, the tentacles and the shape of the sail to direct the eye.


 Sweeping action or movements across 
a piece will draw the eye from one  


side of an image to the other 
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14 BE CLEVER WITH COLOUR
Colour is an amazing tool for composition. In a piece where  


I want something to hit hard I’ll use a lot of contrasting value of 


colour as well as complementary colour. A bright warm colour 


in the middle of a field of cool can really pop out of a scene and 


draw the viewer’s eye. I made the word ‘Cyclone’ a dark red so 


that it would contrast against the blue of the water, while the 


eyes of the serpent are bright yellow against the dark turquoise 


of the sky. I also highlighted the boy with yellow and a lighter 


skin tone, to bring him forward against the sign and the water.


13 FINAL PRODUCT
I believe it’s important to think about 


the final home of the art. Is it a game 


card or book cover, or will it hang  


on a wall? Gallery art has different 


compositional needs than a card 


image or a 6x9-inch comic book 


cover. While a strong composition 


will work on many levels, the intensity 


of detail needed for a larger 


reproduction may not be necessary 


for a tiny card. Simple shape 


compositions can be strongest for 


small pieces, but might seem too 


simple when enlarged.


15 STAY LOOSE
While such advice can help to create strong images, if they 


ever become restrictive I throw out the rules and do some 


unstructured sketching. I use bigger, looser, bolder strokes and 


shapes and then go back to these tips. In the end I never want 


to lose the spontaneity in the image, otherwise it loses its fun. If 


making the art isn’t fun for me, it won’t be fun for the viewer. 


12 ApplYinG THE GOlDEn RATiO
Sometimes when dynamic symmetry doesn’t feel 
right for a piece, I use the Golden Ratio. This Greek 
mathematical equation expresses itself as a spiral. 
Many of the most famous pieces of art use this ratio 
to decide on the placement of elements and as a 
natural way to lead the eye across an image. It’s so 
embedded in our natural world and our humanity 
that we often use the ratio without realising it. In the 
case of this image I used the spiral to create a 
harmony for the elements of interest, such as the 
wolf’s eyes, Morrigan, the tree and the ravens.
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I’ve been tackling this 
watercolour painting on 
and off for a few months 
now. I love creating  
large mixed-media 
works, with coloured 
pencil and gold  
leaf as well. 
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Jacquelin  
de Leon
Lights, camera, action The artist and 
YouTuber shows us around her studio 
she uses to create paintings and videos


I’ve had this studio for about two years.  
It acts not only as my workspace and 
inspiration, but as a filming area for my 
YouTube videos. It’s part of an old 
converted canning factory, which is located 


in the heart of San Jose, California. 
This is just one corner of the 1,000 square foot studio,  


the rest of which is filled with a screen-printing area, and  


a packing and shipping station for online orders. I’ve 


moved studios several times in the past five years, and this 


is by far the most open and inspiring space that I’ve been 


blessed to work in. 


Because this old building gets pretty hot in the summer,  


I usually end up painting at night. I used to have my digital 


art workstation set up here, but have since moved it to my 


apartment because it gets so warm. Here, I mostly 
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My enamel pin collection is spread over two pin boards, I love collecting pins 
from my artist friends. And I hope that one day I can display more awesome 
statues, but for now it’s just Chun-li and Ramona Flowers.







 This is by far the most open 
and inspiring space that I’ve 
been blessed to work in 


In the evening when I’m working on my computer I leave 
these string lights turned on – they set a nice, relaxing mood.


I like to display some of my favourite artists’ work with some 
of my own that I’m proud of. It’s like curating a small gallery.


I keep a small easel for working on acrylic or gouache pieces. 
It makes a change from hunching over my watercolour art.


We have a screen printing setup 
here as well (not pictured), where 
we print the shirts and tote bags 
for my shop.


I have a watercolour palette 
addiction: there’s a box full of 
palettes on my shelf. I love using 
different brands and testing 
them on my YouTube channel. 


I keep a stock of large wooden and 
gessoed panels next to my desk. 
It’s motivating to see unopened 
canvases ready for paint!
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I love keeping my YouTube silver play button award 
on show. It’s a constant reminder of how much I love 
making videos and storytelling through my process.


I have a guardian llama figure that I 
bought from a thrift store. His name is 
Paco and he watches over the studio.


I turned my flat file into a rolling work table. 
One day I hope to hold life-drawing nights, 
painting workshops and crafting parties in  
this space, so having large tables is a must!


I have a few of those useful Ikea 
wheeled carts, where I keep my house 
paint buckets and water while painting 
on large canvases and murals.


29


Jacquelin de leon  ImagIne FX annual







work on my traditional paintings, 


usually with watercolours or acrylics, 


while my assistant packages orders 


for my shop.


I love decorating the walls of my 


studio: there’s something so inspiring 


about having an aesthetically pleasing 


workspace. I surround myself with 


colours, tools, books, other artists’ 


work and blank canvases to keep the 


creative juices flowing. It also works 


well as a beautiful backdrop for my 


YouTube channel, where I film my 


watercolour process, daily life, and 


help other artists start their business.


I’m usually a horribly disorganised 


person. My computer’s desktop is 


always a mess of files and junk folders 


arranged by year. Yet when it comes to 


my art workspace, everything has a 


place. Having a large pegboard above 


me while I work helps tremendously 


with keeping my favourite tools within 


reach. I try to have a lot of containers 


for tools and supplies I use often, so 


that I never get stuck throwing 


everything into one drawer.


creative hermit
I’ve had several types of studios: a 


bedroom workspace, a backyard shed 


studio and this studio, which is about 


two miles from my home. It’s so nice 


having a studio in your home, but I 


always ended up becoming a hermit 


and not leaving the house for days at a 


time – sometimes weeks! Using a 


studio away from home forces me to 


go out in order to get work done, and 


it also forces me to socialise. I’ve met a 


bunch of other artists who also work in 


the building, and we visit each other 


during our painting breaks. 


The only downside is that I can’t 


bring my cat with me, and sadly he’s 


no longer photobombing my YouTube 


videos by plopping down on my wet 


paint palettes.


Jacquelin is an illustrator and comic artist 
from San Jose, California, and looks after 
two cats called Future and Dumpling. Use  
@jacquelindeleon to find her on Twitter  
or Instagram, or see more of her work at 
www.jacquelindeleon.com.


 Using a studio away from 
home forces me to go out in 
order to get work done 


This small shelf is 
dedicated to things  
that remind me of my 
black cat, Future.


This 18x24-inch watercolour piece, entitled 
Greenhouse, was part of my solo exhibition. 


Here’s my small digital 
workspace. It’s still a new 
space so I haven’t filled 
the walls with anything… 
yet! I recently upgraded to 
a Cintiq Pro 24, and when 
I’m not home I use an iPad 
for my digital work. 


30


ImagIne FX annual  Artist in residence


 I love surrounding 
myself with plants – they 
liven up any space! This 
heart leaf philodendron 


has been with me for 
three years and has 


completely taken 
over this shelf.







A mermaid painting 
done for the Mermay 


challenge this year, made 
using watercolours and 


coloured pencils.
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This pegboard is by far the best 
studio decision I’ve made, both 


organisationally and aesthetically. 
Every tool has its place and is within 
easy reach while I’m working. It also 


gives me more desk space.


A small selection of art books I’ve collected. I love looking through the books of my favourite films, especially 
How to Train Your Dragon. I also have a large collection of zines and art books from so many amazing artists.
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Goro Fujita
Artist Portfolio


G


Critics say virtual reality is a niche concept that’s yet 
to find its feet. Gary Evans meets the Japanese 


artist who wants to prove them very, very wrong


oro Fujita recently went to 
a dinner party with 
friends in Pasadena, 
California. After the meal, 
a group of guests got out 


their musical instruments and started 
to play: a guitarist, a man on piano in 
the corner, another plucking a double 
bass, and a drummer beating a drum 
box with his hands. 


Goro wanted to join in. So he 
opened his laptop, put on his virtual 
reality headset, and slipped a 
controller on each hand. While the 
musicians played, he painted and 
animated them using Quill, the virtual 
reality illustration software. 


“It was a meta-moment for me,” 
Goro says. “I was painting and 
animating them while listening to 
their live performance. At one point,  
I imagined the animated characters 
were playing the music! It’s crazy to 
think how far technology has come 


that it enables artists to create 
animated pieces in almost real time.“ 


It’s a good story, but is it anything 
more than that? Goro’s worked on 
many successful animated movies that 
didn’t use VR. The technology’s been 
available for some time and while 
some say it’s the future of digital art, 
critics still regard it as a niche concept. 
What can this tool do for art that 







Meet jean Claude
An example of Goro’s live stream 


painting work from 2016. “With 
freestyle work, every decision is 


spontaneous and you get a lot of 
happy accidents,” he says.
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 It was a meta-moment for me. I was 
painting and animating them while 


listening to their live performance 







FlyinG Friends
“One of my favourite 
subjects to paint is 
robots. I like the idea  
of giving technology  
a personality.”


Crosswalk Monsters
“Good art can be well executed. Great art conveys 
personality, story, emotions and goes beyond.” 


jaM session 
“I was invited to dinner 
with friends, and a 
spontaneous jam 
session took place.  
So I picked my own 
instrument and 
animated them in Quill.”


see this  
in aCtion!
turn to 
paGe 8
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before… well, no spoilers here. It 
contains many of the characteristics 
that would later make Goro’s work so 
good: it’s technically proficient, but it’s 
also captivating, whimsical, funny and 
just a little bit weird. “I knew 3D 
animation was the thing I wanted to 
do for the rest of my life,” he says.


Goro found a university near Berlin 
that specialised in 3D animation. But 
studying at The German Film School 
for Digital Production was expensive. 
To raise money for fees, Goro and  


Goro Fujita
Location: US
FavouritE artists: Zorn, Sargent,  
Picasso, Craig Mullins, Tadahiro Uesugi and 
Carter Goodrich 
soFtwarE usEd: Quill, Photoshop, Procreate
wEb: www.facebook.com/goro.fujita


Artist
 ProFiLE


a friend founded a company that 
developed software, sold hardware, 
carried out programming and web 
design… a bit of everything. “I consider 
myself a fairly technical artist, but I’m 
still very ‘right-brained’ and don’t do 
maths and programming well.” 


a quiCk learner 
The business lasted a year, but he made 
enough money to pay for some of the 
school fees. His grandmother helped 
with the rest, his parents with living 
costs and so, in 2002, Goro enrolled in 
film school. The three-year course 
required him to create 12 film projects. 
There wasn’t enough time to perfect 
these pieces, but he learned how to 
work quickly and efficiently – all good 
practice for what was to come. 


In his second year, Goro met 
Stephan Stoelting, an artist who 
painted using Photoshop and would 
become his mentor for the next 12 
months. Goro became interested in 
digital art, learned the fundamentals 
and then started doing daily speed 
paintings. By graduation, he’d 
completed over 350 of them. He says 
these speed paintings – 30 minutes, 
start to finish – were the reason why  
he switched from animation to 
illustration at the school. 


“In the beginning, I made every 
possible mistake, but the longer 


 I knew 3D animation was 
the thing I wanted to do for 
the rest of my life 


couldn’t already be achieved? This 
is the problem that Goro faces every 
day: “Whenever I design a VR 
experience the most important 
question I ask myself is, ‘Why VR?’” 


alien inspiration 
Born in Japan and brought up in 
Germany, Goro wanted to work in 
animation after seeing a short film 
called Alien Song (1999). Victor 
Navone’s piece shows a green, one-
eyed, 3D alien singing and dancing to 
the Gloria Gaynor song I Will Survive, 



page://8

page://8

page://8
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1 ShapeS, not lineS
The robots in my paintings show human emotions. I find the 


juxtaposition an interesting concept to explore. Here we see a 


mushroom collector, MU-05, that finds a rare glowing mushroom. 


When I start, I’m thinking in shapes rather than in lines. Often I 


start blocking in shapes directly. In this case, I did a super-quick 


sketch to block out the perspective and composition.


thE mushroom coLLEctor 
Goro explains how every new piece start fast and rough, before he gets down to the details


2 FaSt and rough
Next, I block in characters and elements on a separate layer. The 


key is to keep it rough and fast in the beginning. When I start a 


painting I imagine how the scene would look when the lights are 


turned off. Then I start illuminating the scene, thinking about key, 


fill and bounce light. It’s a good way to keep track of the lighting 


– especially in complex scenes. I also always try to be as efficient 


as I can. For the forest I create a master tree that I duplicate, 


distort and change several times.


3 adding glow
I paint the mushrooms using a Soft brush. Adding 


the glow helps me to evaluate the intensity of the 


light and how the surrounding elements will be 


affected by it. I slowly start introducing light to the 


ground plane surrounding the mushrooms by 


simply painting over it on a new layer. I then add 


more background elements, like the distance hills.


4 FiniShing toucheS
I do subtle colour adjustments using Levels and Color Balance. I also apply a 


vignette to pull the focus more towards the centre of the image. Done and done!
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MarshMallows
“If I had to choose one word to 
describe my style it would be 
whimsical, as you can see here. 
However, it took a while to find 
my own groove.” 


Bike ride
“I love to tell stories and 
over the years I’ve found 
myself creating cute, 
uplifting and positive 
art. That became my 
comfort zone.” 
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 Drawing a line in 3D space 
was something that I’d never 
done before… 


(2017), a short film about memories.  
It was painted entirely by hand in 
virtual reality and, up to that point, 
widely regarded as the most beautiful 
VR film ever made. 


“I still remember the magical 
moment when Íñigo let me try his first 
VR painting tool prototype,” Goro 
says. “Drawing a line in 3D space was 
something that I’d never done before.”


“Íñigo claimed that Quill had an 
infinite canvas. I wanted to put this  
to the test and came up with an idea  
of worlds nested within worlds, to  
see how far I could zoom in. I still 
remember vividly when I first zoomed 


working on virtual reality film Henry 
(2015), which won an Emmy. When 
the studio closed in 2017, Goro joined 
Facebook’s team in Menlo Park, 
California, developing the virtual 
reality painting tool called Quill… 


A polymathic software engineer 
called Íñigo Quílez invented Quill at 
Oculus Studio. He developed it as part 
of the production of Dear Angelica 


I kept up with it, the more I was 
able to see the good and bad, and was 
able to improve bit by bit. I got to the 
point where I could apply my skill-set 
on a professional level.“  


Still, he thought of illustration as a 
hobby, not much more. Goro wanted 
to become a character animator. He 
was certain of that. Early on, he got  
the chance to try out both fields. 


After film school, Goro took up a 
range of roles at various German 
studios. He worked as a matte painter, 
graphic designer, character animator, 
visual development artist, background 
artist and concept artist. His first job in 
art was visual development for a live-
action horror feature that was never 
made. His first job in character 
animation? Working on a television 
commercial for a supermarket chain, 
animating “little cartoony price-tag 
characters.” Thankfully for Goro’s 
career, things would get better. 


livinG the dreaMworks
In 2008, he accepted a job in visual 
development at DreamWorks 
Animation. He spent seven years  
there, worked on Megamind (2010), 
Madagascar 3 (2012) and Penguins of 
Madagascar (2014). 


Then Goro had a stint at the 
Facebook-owned Oculus Story Studio, 
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Beyond the FenCe
“The goal was to create a first-of-its-kind, multi-user 
narrative that people can enjoy together with their 
friends as avatars in virtual reality.”


little radish
“I begin a painting by thinking in shapes  


rather than in lines. Often I don’t even do a 
drawing, and start blocking in shapes directly.”
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in and out of these worlds and being in 
awe. This was a ground-breaking 
moment for me.”


tellinG stories
Ever since leaving DreamWorks, Goro 
wanted to work on animated short 
films. He finally got his chance in 
2017. The concept was a VR picture 
book, each page featuring an animated 
vignette that up to four users could 
view at their own pace. He designed it 
for the social VR platform Facebook 
Spaces. But why not tell this story using 
traditional animation tools? As Goro 
said himself, “Why VR?”


Goro’s picture-book story lasts two 
minutes in total. Using Quill, Goro 
made the whole thing – from idea to 
finished piece – in just three weeks. 
“Using the traditional 3D production 
approach, this would have taken me 
more than a year. It proved to me  
how powerful creation in VR can  
be. Regardless whether the output is 
VR native, live action or animation, I’m 
convinced that the VR workflow will 
be deeply implemented in future 
entertainment productions.


“You can manipulate, paint and 
sculpt in all axes at once, which wasn’t 
possible before. This makes creation in 
3D environments extremely fast and 
efficient and, most importantly, 







“I noticed during school that guest 


speakers tended to show only their 


professional work. This resulted in  


a presentation filled with awesome 


visuals but, for a student it, could feel  


a bit abstract or even discouraging, 


because reaching that level of expertise 


seems far away.


What I try to do in my talks is to put 


things into context. I usually show my 


failures as well as my successes – how  


I started compared to where I am now – 


so the students can relate to it and get 


inspired by it. The ultimate reward 


is when I can enable people to follow 


their dreams and inspire them by sharing 


my own experience. 


Public speaking was something I was 


terrified of back in school. I didn’t like 


that about myself and wanted to make a 


change. I would take every opportunity 


to speak even as my rational brain was 


trying to stop me. After a while, what was 


scary turned into a passion, and what 


was stressful turned into excitement. 


I still have a lot to learn, but I see my 


talks as a stage performance. I want to 


take the audience on a journey, and leave 


them feeling inspired. It’s important that 


you have fun at what you do, and always 


take challenges whenever you have an 


opportunity. Never be scared of failing. 


Failing is a key ingredient for growth.”


FaiLurE: a kEy inGrEdiEnt For Growth  
Goro, once terrified of public speaking, has become a hit on the convention circuit


how we Got enGaGed
“This is the way I remember the 
moment after I proposed to my  
wife, painted in Photoshop.”


the last oasis
“Here, I wanted to explore how I could 


take advantage of the free movement of 
all-in-one VR devices to enable viewing of 


room-scale Quillustrations in the future.”


MakinG oF…
“Behind the scenes of my VR experience, Beyond 
the Fence. I’m convinced the VR workflow will be 
imbedded in future entertainment productions.”


quill live deMo
“Quill enables users to paint 
in virtual reality on an 
infinitely scalable canvas.”


day trip
“My biggest inspiration when learning art was 
Craig Mullins and the more I created, the more  
my own personality started to shine through.”


38


ImagIne FX annual  Artist Portfolio







Marshland Crows
“The robots in my 
paintings show human 
emotions. I find the 
juxtaposition an 
interesting concept  
to explore.”


GoodniGht story
“I’m going to end this with my 
favourite movie quote, said by 
Rocky Balboa: “Life ain’t about 
how hard you hit. It’s about how 
hard you can get hit and keep 
moving forward.”
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 The audience becomes the 
camera, so traditional film 
language doesn’t apply 


fun. Content and assets created in 
Quill can also be exported to other  
3D applications, which makes it a 
powerful tool for the entertainment 
industry and can benefit all kinds of 
departments down the production 
pipeline, from previsualisation to final 
asset creation.” 


new and unexplored 
So it’s faster, but what about the end 
result? The tricky thing about VR, Goro 
admits, is that it only makes sense if 
you’re in it. A 2D representation doesn’t 
do a piece justice. You can’t judge VR 
by how it looks on a monitor.


Take his most recent project, The Last 
Oasis (2018), a post-apocalyptic 
adventure and the first of its kind. Goro 


painted it in VR using Quill in just five 
days. The story is about a survivor, a 
scientist in a bunker who moves from 
room to room looking for artefacts that 
might help him save what’s left of the 
outside world. Or rather, as the viewer, 
you move from room to room. Watch 
the trailer and The Last Oasis looks like 
a pretty good animation. However, put 
on the headset and it becomes 
something completely different. 


Goro made the piece specifically for 
Oculus Quest, a new all-in-one headset 


out this year. The Quest has no wires. 
You can move freely. You’re untethered. 
Goro always dreamed of jumping into 
a painting and living in it. VR is that 
dream made real. It is, he says, the 
purest form of artistic expression. And 
it’s still a young medium.


Goro compares VR to the early days 
of film, an unexplored landscape, but 
with a difference. In a film, the director 
carefully chooses the shots, the angles, 
the framing. In VR, you look where 
you want to look and go where you 
want to go. “The audience becomes the 
camera,” Goro says, “so traditional 
film language doesn’t apply anymore.” 


It’s the inventing of this new 
language that Goro Fujita is interested 
in. It’s here he finds the answer to his 
own question: why VR?


“When I designed The Last Oasis,  
I wanted to explore how I can take 
advantage of the free movement of 
all-in-one VR devices to enable viewing 
of future room-scale ‘Quillustrations.’


“Whatever I create, the experience 
has to be best consumed in VR and 
include things that other media can’t 
provide. In VR, you feel presence,  
and the audience actually becomes the 
camera, which is very different from 
traditional film.” 







AkumAjou Densetsu
“Back-cover album art for the 
Castlevania III official soundtrack, 
later used as a poster.”
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first year she almost failed a couple of 
classes. The New York college made her 
realise she wasn’t as advanced as some 
of her peers. 


In the past, teachers preached lofty 
ideas about art: what art was, what art 
did. They said all the stuff Sachin was 


into – comics, movies, video games 
– that wasn’t real art. 


Pratt believed otherwise. 
Communication design was a fancy 
way of saying commercial art – art for 
money. Here teachers taught Sachin 
how to get clients, run a business, 
market herself. They showed her how 
to do the one thing every working 
artist must learn to do: pay the rent. 
They set tight deadlines because tight 
deadlines are the reality of art for 
money. The Survey event was Sachin’s 
chance to put this into practice.


achin Teng hadn’t been to bed 
for six days straight. She was 
busy preparing for a show 
– Pratt Institute’s notorious 
end-of-semester exhibition 


known as Survey. Everybody from the 
college was going to be there and, 
more importantly, so were the people 
from the Society of Illustrators. Sachin 
was flagging. She decided to have a 
power nap, another of the hour-long 
snoozes that kept her going this past 
week. She finds an empty classroom, 
makes a bed out of a couple of drawing 
benches, and closes her eyes. 


Before Pratt, Sachin worked mainly 
in monochrome, pen or pencil 
drawings, still-life, line art. In 2007, 
she enrolled in communication design, 
focusing on illustration, but during her 


The artist woke up from her hour-
long power nap and saw the classroom 
was now full. A group of sophomores 
were in the middle of critique session. 
The students left Sachin to sleep 
because they were all in the same 
position: busy preparing for Pratt’s 
end-of-semester exhibition.


“No one woke me up,” the US 
illustrator says. “They just stared 
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sAchin teng
Artist Portfolio
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Sachin Teng
LocaTion: US
FavouriTe arTiSTS: James Jean, Shintaro 
Kago, Josh Keyes, Katsuhiro Otomo and 
Kehinde Wiley 
SoFTware uSed: Photoshop, Illustrator
web: www.sachinteng.com


Artist
 ProFiLe


Dropping out of college, roughing it in 
motels, working up a mountain: the  


US artist tells Gary evans about the high 
and lows of a roller-coaster career


 No one woke  
me up. They just 
stared and thought 
‘Yeah, same’ 


FriDge tetris 
“Millennials always say 
that we have to ‘Tetris’ 
our stuff – fitting 
luggage into a tight 
space or food in a full 
fridge. So I made a 
literal reference to it.”


tweet tweet 
“This is a tongue-in-cheek 


commentary on Twitter 
and interconnectivity.”







2050
“An illustration I did for 
an article about how 
robots might not kill 
us but might, in fact, 
take us with them into 
the future together.”
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Agnes Dei
“Evangelion is heavily based 


on Christian mythology. 
Agnes Dei is a hymn about 


sacrifice, which is what 
happens to one character.”


rock ‘n’ roll 
A screen-printed poster 


for Mondo Tees. Mega 
Man is always dying 


– that’s how the game’s 
designed. So I knew I 


had to show him dying.”
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and thought: ‘Yeah, same.’ Survey 
was hell. We all had horror stories.  
I used to pull all-nighters end on end. 
But it got me a couple of spots in the 
Society of Illustrators, and even  
one award. When it was over, all  
I remembered was the exhaustion.”


What Sachin did next seemed like a 
gamble. She quit. Maybe Pratt taught 
her too well, because she decided to 
use the final year’s tuition fee to set 
herself up as a working artist for real. 
Her mother agreed – on one condition. 
If it didn’t work out, she had to go back 
to college. Her mother also gave tight 
deadlines: two years. 


the FreelAncer’s Fix
Sachin went on holiday with her 
family to Taiwan. They went on a tour 
of the mountains. Everybody else took 
in the scenery, enjoying the experience 
of the open road. However, Sachin set 


up office in the back of the car, worked 
on her laptop with a SIM card in a USB 
stick for Wi-Fi. She had a deadline. She 
needed to finish an illustration, send it 
off to the art director for approval, and 
she had an hour left to do it. Then her 
battery died. 


The tour stopped at a store in the 
middle of nowhere. The rain lashed 
down on this small building made of 
corrugated iron. Sachin ran inside to 
ask if they had a socket to charge her 
laptop. They did. With the clock 
ticking, she breathed enough life into 
the battery to turn it on, catch a Wi-Fi 
signal, and send off her work. 


“This, supposedly, was a vacation,” 
Sachin says. “It’s funny to me now, but 
at the time I was so stressed out. Work-
life balance is hard as a freelancer.”


This is the freelancer’s fix. Starting 
out, you’re going to be broke – possibly 
for years. Sachin was. After college, she 
left New York, her hometown, and 
moved to Los Angeles. Slowly, steadily, 
work came in. She overcompensated. 
She said yes to everything, anything. 
She worked weekends, worked 
holidays. “If you turn down work,” 
Sachin says, “you feel like you’re 
turning down money. Which is scary 
as a freelancer, because they might 
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 If you turn down work you 
feel like you’re turning down 
money, which is scary 
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creaTinG arT by deSiGn
Sachin reveals how she thinks like a designer while illustrating this poster for an animated film


44


ImagIne FX annual  Artist Portfolio


1 Two worlds collide
This is a poster based on the animated film Ponyo. I wanted it to 


feel like two worlds colliding. In the film the entire world is briefly 


flooded, so I wanted to make the canvas to feel that way. Sosuke 


is being forced into this small space. It’s almost claustrophobic. 


The other thing was the conversation between the two characters. 


The canvas is split in half and two objects mirror each other on 


either side. The colours in the initial sketch are quite unrelated to 


the colours I actually ended up using. When you’re trying to sell 


an idea you have to make it read in the simplest terms. I was 


colour-coding objects more than designing a colour composition.


2 composiTion 
anchors 
Here I’m starting to render the main 


focal points of the illustration. 


They’re the anchors of the 


composition, so they take priority. 


And I also want to establish the 


water refraction on Sosuke early on. 


This one of those uneasy moments: 


if you’re not paying attention you 


don’t see it right away, but you 


eventually see that the above 


doesn’t line up with the below.


3 seTTing The sTage
Once the actors are in place, I set the stage by creating the 


environment of kelp in which they’ll rest, so it’s grounded. I knew  


I was going to have dozens of fish and marine life, and without 


grounding everything it was going to be messy and impossible to 


know where to place them in space. At this point, you’ll notice the 


large swath of blue I laid over the entire piece. I wanted to being 


unifying the colour palette so the colours would be cohesive and feel 


like they belonged to the same world.







never contact you ever again. But 
you have to learn to be okay with that.” 


Sachin’s best art comes when the 
client enables her to do her own thing. 
But commercial work is often about 
compromise. The client is entitled to 
give detailed instruction. They’re 
paying for it, after all. 


“The confusing and weird clients are 
the ones that want you to do art in 
someone else’s style, which is theft 
plain and simple. And it makes about 
as much sense as calling an electrician 
to fix your plumbing. You just have to 
take it on the chin and try not to take it 
personally. Enjoy your art as much and 
as often as possible. 


“Not every piece can be your 
magnum opus, which means if you 
have to mail it in to meet a deadline, 
you’ll have to submit work you don’t 
think is finished. I don’t know anyone 
who hasn’t submitted work they wish 
they could add just one more detail to.”


Sachin has worked for a wide range 
of clients in a diverse range of fields: 


advertising (Coca-Cola, Disney), 
editorial (The Atlantic, The New 
Yorker), and publishing (Dark Horse 
Comics, Penguin Random House). A 
professor at Pratt, Rudy Gutiérrez, 
taught Sachin how to market herself in 
this way. The economy’s up and down, 
client’s come and go, but you’ve got to 
make sure things are always ticking 
over. Finish a job and you’re on to the 
next. If you’re not making money in 
editorial, switch to advertising. You’re 
not stuck in any one field. This is the 
best thing about being a freelancer. 


lAnDing the thing
Sachin starts every new piece with 
research – reading the book, watching 
the film, listening to the album – 
getting to know whatever it is she’s 
illustrating. Research is especially 
important for editorial work on social 
or political issues. Sachin makes a 
comprehensive mood board of relevant 
images, then sketches and brainstorms, 
mostly in Photoshop or Illustrator. 


 You’re not stuck 
in any one field. 
This is the best 
thing about being 
a freelancer 
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4 Filling in deTails 
More kelp gives depth and pushes the space inwards. To ensure it’s not busy or hard to read, 


the marine life form a spiral around Ponyo and I don’t let too much background light through 


the fish. Going from big fish to little fish creates a healthy variety of scale. Limit the numbers of 


the largest objects, and have lots of the smallest objects. I changed the colours of some lines, 


because too much black in the line art tends to flatten the image out. Details are always last, 


big shapes and colours first. You don’t start hanging ornaments before you have a tree.







DysphoriA
“An illustration for Supersonic 


Electronic’s art show, meant  
to evoke a sense of anxiety  


that smothers joy.”©
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DAys oF  
Future pAst
“Done for an art show 
about retro futurism. It 
shows the wonder and 
imagination of what we 
thought of the future 
would be, juxtaposed 
with the moon landing 
– which is the real- 
world counterpart.”


prophet
“Fan art of Avatar: Legend of 
Korra. All the missing spaces 
house an element that the 
titular character can control.”


Occasionally an idea jumps out, 
but usually she has to work at it. She 
never forces this stage: “Making a good 
illustration is about problem-solving. 
The conceit is to finesse it into an 
elegant solution.“


From here it’s about “logistics.” The 
thing’s flying. All Sachin has to do is 
land it smoothly. But that’s easier said 
than done, and it’s frustrating when 
the illustration on the page doesn’t 
match the idea in her head. 


“You have to see what it is about the 
choices you’ve made that steered it off 
course, which can take time you may 
not have. A lot of the time, a successful 
illustration comes down to whether or 
not I can figure it out in time.”


escApe From the beD zone
Sachin works from home, always near 
a window, and struggles with the 
“biblical temptation” of her bed being 
a few feet from her desk. Not a 
morning person, shes wake up and 
turns on music or the TV as loud as 
possible, to force herself out of bed. 
She walks to Starbucks for coffee or, if 
she’s really struggling, the corner store 
for Red Bull. A lot of the day is spent 
answering emails, or printing, 
assembling and posting merchandise. 
When she gets to work, it’s on a Wacom 
tablet connected to an iMac. 


Her work features lots of pop culture 
icons –  the Nintendo Game Boy, the 
Sony Walkman, the Nike Dunks. This 
is because her art is a self-portrait. New 
York City kids like her grew up with 
these things. Artists who are starting 
out always worry about finding their 
styles, their voice. Sachin says you’ve 
always got it – you just don’t realise. 
“Your style is just you,” she says. “It’s 


ironic because to be original means to 
do something no one has ever done 
before. I’m a little illustrator, a little 
designer, a little fine artist. It’s more 
fun that way.”


mother’s DeADline
Sachin moved to Los Angeles to 
financially support her partner, who’d 
been offered a job there. They lived in 
a motel for a couple of weeks, then 
took the first apartment that would 
take them in the Van Nuys area, where 
they slept on an air mattress for 
another three months. Pretty soon, 
Sachin had used all her savings. 


 I’m a little illustrator, a little 
designer, a little fine artist.  
It’s more fun that way 
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I was working on my junior thesis for illustration at 


Pratt. No matter how hard I tried, I just couldn’t catch 


a break in this class. Nothing that had carried me 


before mattered to this professor. And I couldn’t 


understand what he meant by “confounding” – his 


favourite descriptor for conceptual work.


It was about to be the end of the semester and I 


still hadn’t made a breakthrough. My initial sketches 


for the thesis were shot down. So I had to start over. I 


was certain I was just going to fail. Painting alone 


wasn’t getting me anywhere so I decided to just read 


a lot. There had to be books or articles, essays, 


something that would give me some insight I wasn’t 


seeing. I eventually landed on a book called Visual 


Thinking, which contained a description about how 


children draw compared to adults, the way people 


think and perceive, and it made something click.


I got to work and I ended up with this image, one 


of a five painting series. No rendering. No drawing. 


And the airplane blueprint is just collaged on top. I 


had never collaged anything in my life. I don’t make 


work like this anymore, but the mindset that helped 


me make it sticks with me to this day.


How To beaT 
arTiST’S bLock
Sachin explains why drawing like a 
child can help when you’re stuck
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 The only thing that will set you apart 
and move you forward is to be the most 
faithful version of yourself you can be 


She considered getting a “proper 
job.” But by then her partner was 
making money and able to support 
them. Sachin hated not paying her 
own way. Plus, her mother’s two-year 
deadline was almost up. 


“This was the one time I truly, 
deeply felt leaving school had been a 
mistake. But my mom saw me busting 
my ass and, even though I wasn’t quite 
there, she could see it. So she lifted the 
two-year deadline and let it play out to 
see where it went. My mom’s a saint.” 


leAving lA
What Sachin’s doing next seems like a 
gamble. She’s leaving Los Angeles after 
almost a decade and going home to 
New York. Pratt showed Sachin how to 
do the one thing every working artist 


must do: pay the rent. These days, 
that’s not so much of a struggle. But 
the life of an artist will always come 
down to the conflict between doing 
good work and making good money. 
Sachin’s still working on that one.


“My own art still lacks fearlessness, 
because at the end of the day I need to 
make a living. I always regret the work 
I make when I’m being a coward, and  
I never regret the work I make when 
I’m confident.


“The only thing that will set you 
apart and move you forward is to be 
the most faithful version of yourself 
you can manage, and stop stressing 
yourself out and beating yourself up 
trying to live up to what you think you 
need to be. A lot of artists can be way 
too hard on themselves.” 


meAnwhile
“Dale Cooper is trapped in 
the Black Lodge and the 
‘meanwhile’ line from the 
show is foreshadowing  
his imprisonment by  
his doppelganger. Hence 
the white eye.”


thinking like A chilD
Sachin channelled her inner child when she was struggling with course 
work at Pratt, and came up with this artwork.
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mAhAkAlA
“Based on the Buddhist wrath 
deity Mahakala. I am Buddhist 
myself and have always been 


fond of the imagery.”
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Justice League 
Jorge helped relaunch Justice 
League in 2018 with writer Scott 
Snyder and artist Jim Cheung.
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Jorge Jiménez
Location: Spain
Favourite artists: Greg Capullo, Olivier 
Coipel, Sean Gordon Murphy, Adam Hughes, 
Stuart Immonen, Jock, Masashi Kishimoto, Jim 
Lee, JC Leyendecker, Ralph Meyers, Moebius, 
Takeshi Obata, Sara Pichelli and Akira Toriyama
soFtware: Photoshop, Clip Studio Paint
web: www.instagram.com/jorge_jimenez_art


Artist
 ProFiLe


orge Jiménez was in the third 
year of his physical education 
degree, and it was exam time. 
The Spaniard studied hard. He 
felt ready. Then something weird 
happened. He looked around 


and saw how his classmates seemed 
really motivated by what they were 
doing. He didn’t have that. Sitting 
there in the classroom that day, Jorge 
had a bit of epiphany, a quiet little 
moment of revelation.


“I felt a bit out of place,” Jorge says, 
“and, suddenly, it was as if my eyes 
were opened, and I thought: ‘I am not 
this. Here, I’m just making up the 
numbers. I’m a cartoonist, and I’ve 


always been a cartoonist!’” There was 
just one problem. Jorge hadn’t drawn 
anything for years…


He grew up on the outskirts of 
Cádiar, a small mountainous village in 
the Granada region of southern Spain. 
His brothers were much older, so Jorge 
spent a lot of time alone. The one thing 
he always had was his drawing. His 
mother encouraged him. She made 
sure he had plenty of paper, oils, 
pencils and watercolours. But she 
challenged him, too. Jorge liked to 
sketch the cartoons he was waiting 


no Joke 
Jorge’s cover for DC Nation 


#0 features a particularly 
demonic-looking Joker. 


Jorge Jiménez
Artist Portfolio


The DC artist tells Gary evans how his career began 
with an epiphany during a physical education exam


J


 I am not this. 
I’m just making  
up the numbers. 
I’m a cartoonist 
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on TV. But his mother told him: 
watch first, draw later. This forced him 
to work from memory. 


When he got a bit older, his parents 
signed him up for painting classes at a 
local art school. Because Jorge had 
always drawn freely, he found it 
frustrating when, during a still life 
class, a “bad art teacher” tried to force 
him to learn the measuring technique, 
where the artist holds out a pencil and 
squints at his subject. 


“All the magic of drawing 
disappeared doing this and so, after a 
few days, I stopped attending class, 


 If this was the 
price of living to 
draw, then I didn’t 
want that 


and I promised that I wouldn’t dedicate 
myself to drawing. If this was the price 
of living to draw, I didn’t want that.” 


Jorge stopped drawing altogether. He 
focused on sport, his other great 
passion. He got into downhill 
mountain biking and went to 
university to study physical education. 
Then he had his quiet moment of 
revelation in his third year of study. 
Jorge rededicated himself to art. It cost 
him a lot – he dropped out of 
university, broke up with his girlfriend 
– but he was determined to make it as 
a professional comic book artist. 


Big Break 
Jorge’s big break, he believes, came 
about because of dinosaurs. He spent a 
lot of time going to comic cons in 
Spain, showing his work and trying to 
meet the right people. He eventually 
signed with an agent, Eduardo 
Alpuente, who secured him work 
illustrating a Spanish children’s book. 
His next commission was with the US 
comic book publisher IDW, working on 
Transformers and Jurassic Park. This led 
to a job on Fringe, his breakthrough 
assignment at DC Comics.


Jurassic Park 
A fast-paced page  


from Jorge’s work on 
IDW’s Jurassic Park,  
the comic that led to  
his big break at DC.


variant cover
Jorge’s limited edition 
variant cover for DC 
Nation #0, featuring 
Wonder Woman, 
Zatanna and Starfire. 


nightwing
This image was used on  
the cover of Nightwing  
Vol. 4 #37 written by  
Sam Humphries. 
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“This Superboy piece is quite recent. It 


marked the reappearance of this classic 


character in the new series Young Justice, 


and belongs to the collection of variant 


covers of issue #1. For me, the story was very 


funny and I wanted to take the opportunity to 


make the fans laugh too, basing the drawing 


on the famous meme of the couple in which 


the boyfriend stares at a passing young 


woman while his girlfriend looks at him with a 


mixture of anger and disbelief. 


This piece is made entirely by me, including 


the colouring process. I wanted the 


composition to be similar to the meme, while 


reversing the roles of the characters so that 


Superboy becomes the protagonist. I made a 


very loose initial pencil drawing (1) to show 


my idea to the editors. 


I polished it a little more (2), then laid down 


the digital ink (3), taking advantage of an 


effect that I’ve been using lately. This dry 


brush effect gives a slightly more realistic 


point to the volumes. On the ink version, I also 


included a separation with flat grey tones (4) 
to highlight the silhouettes of the characters. 


Finally, in the colour phase (5), I wanted to 


work with relatively desaturated colours. This 


enabled me to highlight specific points of the 


image, such as the red tones. 


At an aesthetic level, one of the things that  


I enjoy most is looking at current fashions and 


how people dress. So I put the couple in 


clothing that’s similar to the models in the 


catalogue of a well-known clothing store. 


Whenever I can, I look for elements that help 


connect an image with reality and with the 


people who see it.” 


styLinG 
suPerboy 
Jorge on how a meme inspired 
this cover for Young Justice…


suPerBoy
Jorge’s art was one  
of six variant covers 
produced for Young 


Justice Vol. 3 #1, 
which was published 
by DC late last year.


1 2 3 4


5
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star scriPtwriter
A page from Justice League 
#2. Jorge admitted that 
working a “star scriptwriter  
like Scott Snyder” increased 
the pressure he felt.
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“I continuously sent sample 
pages to DC, and I showed the pages of 
dinosaurs from Jurassic Park. The 
protagonist of Fringe travelled to the 
past where there were dinosaurs. 
Maybe it was coincidence, but I’m 
convinced that was the reason why  
I got in at DC Comics,” the artist says.


Jorge went on to work on Batman, 
Superman, Justice League and, in  
2017, the new version of Super Sons. 
There’s a lot of pressure working on 
such prestigious titles. He sits down in 
front of the blank page knowing 


exactly how many eyes are going to see 
whatever he comes up with. On top of 
that, he’s working with big-name 
writers such as Scott Snyder, his 
collaborator on Justice League. 


“You know Scott Snyder comes from 
working with Greg Capullo, who’s like 
an artistic god to me, and now the 
readers will move from that great artist 
to me. But the truth is, I’m the one who 
puts pressure on myself because I want 
to prove I can be better every time, tell 
stories better, and enjoy drawing. The 
pressure is hard, but it’s also very 


 The truth is, I’m the one who puts 
pressure on myself because I want to 
prove I can be better every time 


transformers
Jorge’s cover for 


Transformers: Dark of 
the Moon Vol. 3, written 


by IDW Publishing 
editor-in-chief  


John Barber. 
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 Focus on drawing, to enjoy 
this process that’s wonderful, 
like when you were a child 


beautiful and special, and when 
you give your maximum effort you 
remain at peace with yourself.” 


He isn’t one for giving advice. What 
works for him won’t necessarily work 
for you. But he says, for those looking 
make a career in comics, the key is to 
keep the passion. If you start drawing 
mechanically or, worse, if art becomes 
a chore, then you’ve got problems. You 


some detailed, some abstract. He does 
a quick pencil sketches, which he 
sends off for approval from the editor. 
Once he gets the nod, he adds more 
detail, then moves on to the digital 
ink. Finally, he’ll either colour the 
image himself or send it off to his long-
term collaborator, colourist Alejandro 
Sanchez. Even though he’s drawing 
superheroes, he likes the work to be 
subtly anchored to real life – often 
through the clothes characters wear. 


good days and Bad 
There are days when things go well and 
days when they don’t. He’s learned 
how to “self-identify” what sort of day 
it’s going be so he can adjust his 
schedule accordingly. On good days, 
he feels excited about his current 
project, can’t wait to start drawing, and 
so he focuses on the page that’s most 
important in the chapter he’s working 
on. This page will naturally draw the 
reader’s attention to the illustration, 


also need to keep learning and 
improving, and do it for yourself 
before doing it for anybody else. 


“Lately, I see that people are more 
aware of the acceptance of others. 
Before finishing a drawing – and 
without being up to a professional 
standard – they’re already uploading it 
to social networks to get ‘likes’. 
Obviously, we all have egos. It’s always 
nice to receive positive feedback. But I 
think it’s much better for those starting 
out to forget all that and focus on 
drawing, to enjoy this process that’s 
wonderful, like when you were a child 
and there was nobody watching.”


Starting a new project, Jorge first 
reads the script. He’s reading and 
images begin to appear in his head – 


comic crossover
In this scene from 


Fringe, Jorge shows the 
talent for drawing 


prehistoric monster 
that he honed working 


on Jurassic Park.


movie adaPtation
This cover for IDW’s 
Transformers was used 
for the comic adaptation 
of the Transformers: 
Dark of the Moon film.


suPer shadow
Jorge’s stunningly creative 
cover for Superman Vol. 4 
#28 shows the Man of Steel 
in a whole new light.
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“Alejandro is not only my co-


worker, but also a good friend. It’s 


been about three years since we 


started working together. We sent 


joint samples of our work to DC 


and, after many attempts, the 


company finally gave us a chance, 


and now it’s very happy with  


our work. I insisted on being 


allowed to work with him,  


because of the importance of  


the connection between the  


artist and the colourist. 


I send pages to him directly, and 


I tell him what my intention is in a 


particular scene, or how I imagined 


the light, or the ambience. He does 


the work based on those notes. We 


talk continuously, every day, many 


times. Often what he sends back is 


much better than my initial vision.


If I have any more notes I let him 


know, and if he wants to contribute 


something else, he also lets me 


know. Finally, when we both see 


that the art’s perfect, we send it to 


the publisher. We have been 


working together for years, and 


obviously we’ve not always agreed 


– sometimes he wants to kill me! 


But, honestly, we have a good 


relationship. Because we’re more 


than colleagues. We’re friends. He 


really makes my work shine, and  


I think the figure of the colourist is 


undervalued. We should all be 


aware that they are as important 


as anyone in comics.”


true coLours
Jorge talks about his professional and personal 
relationship with colourist Alejandro Sanchez
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time traveLLing
Jorge’s first job at DC saw him working on a time-travelling Fringe story.


need for sPeed
Jorge’s variant cover 
Superman Vol.4 #25 
captures a whole scene  
in a single frame.  


finaL suPerson
Jorge’s cover for 


Superson #16, which 
was the final issue – 


causing much outcry 
among DC fans.
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 It’s dangerous 
when you obsess 
over the style of a 
certain artist 


a point in the story where they’ll 
linger over the art. He thinks about 
every last detail because he wants to 
make sure the finished piece is “as 
bright as possible.” At this stage, 
reference is crucial. 


work harder, get Better
Jorge loves to look at projects by artists 
he admires. He knows how to enjoy 
the art of others without letting it 
make him feel inferior. This is 
important. Instead, he tries to get into 
their heads, work out what they would 
do in a particular situation. It makes 
him want to work harder, get better. 


“When it comes to returning to your 
own style, you can filter everything 
you’ve learned from other people and 
you’ll be better. It’s dangerous when 
you obsess over the style of a certain 
artist, to the point that you lose your 
own identity. You’re deceiving yourself 
thinking that it’s better for your art to 
look like theirs. But to be them? Their 
work is already there. You just have to 
be yourself.” 


Bad days – the times Jorge feels like 
he’s completely forgotten how to draw, 
and he focuses on panel-to-panel 
transition pages. Readers pass over 
these sequences quite quickly. They 


Justice League cover
This ink piece went on to be the 
cover for Justice League #3, 
featuring a determined-looking 
Ultraviolet Lantern. 


suPerman PinuP
Jorge created a pin-up in Action Comics 1000: “It 
was an honour to be part in this very special comic!”
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need less impact. But good day or bad, 
he has to make sure he gets work done. 
Comic book deadlines are notoriously 
tight. If the drawings aren’t coming 
easily, he has no choice but to double 
his hours. The reader can never know 
he’s having a bad day. 


enJoying the daiLy reset
Sport and comic books are in many 
ways strange bedfellows. But, a decade 
after Jorge quit one to focus on the 
other, they both play an important role 
in his life. He now lives in Granada 
(the city), not far from Cádiar. He tries 
his best not to neglect family and 
friends, but admits he works too much. 


That’s where sport comes in. It’s his 
“escape,” his “daily reset.” Whatever’s 
going on with work, he makes sure he 


runs, goes to the gym, and eats well. 
Even so, working in comics – the tight 
deadlines, the long hours, the pressure 
– it affects his quality of life. And he 
knows this isn’t sustainable in the long 
run: “In a few years,” Jorge says, a little 
bit cryptically, “I want to do other 
things.” But for now, he’s happy to 
enjoy this stage of his career. He once 
let a bad art teacher take the magic out 
of drawing. He’ll never let a busy 
schedule do the same. 


“When I was kid, before I knew how 
to speak, I already knew how to draw. 
It’s what I have always been. So I 
decided to dedicate my life to exploring 
my ability to draw, see how far I can 
go. Whatever happens, I can assure  
you that for the rest of my life I will 
keep drawing.” 


atmosPhere
A scene from Superman Vol. 4 #7 
which is atmospheric in more ways 
than one and shows Jorge’s talent 
for dynamic drawing. 


suPersons
A dynamic page from Supersons 
#1 that Jorge created with 
Batman & Robin and Superman 
writer Peter J Tomasi. 


fringe
Fringe has a special place in 
Jorge’s heart – it was his first 
project with comics giant DC. 







mordo
“This was one of my 
favourite versions of his 
costume. I was trying to 
show a sense of ancient 
wisdom, using the 
weaving to try to  
reflect that he’s a 
multi-layered and 
complicated character.” 
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Anthony 
FrAncisco


the Dora Milaje for Black Panther, Loki 
for Thor: Ragnarok, and Baby Groot for 
Guardians of the Galaxy Vol. 2. Being a 
good at art is important, but not as 
important as you might imagine. You 
need to have ideas, but know how to 
see an idea through. You need to be a 
skilled designer, but know how to 
efficiently explain your design 
decisions. One word neatly sums up 
this side of the job: “Craftsmanship.” 


Craftsmanship alone isn’t enough. A 
good craftsman will be replaced if they 
don’t have this other thing, this certain 
trait, this specific quality: “Personality,” 
Anthony says, but he’s not happy with 


Artist Portfolio


A


Anthony Francisco
LocAtion: US
FAvourite Artists: Hayao Miyazaki, 
Katsuya Terada, Dean Cornwell, Leyendecker 
brothers, Craig Mullins, Kim Jung Gi, Norman 
Rockwell, Yasushi Nirasawa, Alexander 
McQueen, Adam Hughes, John Singer Sargent
soFtwAre: Photoshop, ZBrush, Keyshot
web: https://ifxm.ag/anthony-instagram


Artist
 ProFiLe


The artist who’s worked on Black 
Panther, Thor: Ragnarok, and Guardians 


of the Galaxy tells Gary evans why  
Marvel Studios is more than just a job


nthony Francisco is trying to 
find the words to answer this 
question: beyond top-notch 


art skills, what does it take  
to work as a vis-dev artist 


at Marvel Studios? “Kindness?” the 
Filipino says. “Kindness is too simple a 
word… Professionalism? No… respect 
– a respectful manner? That’s not it.”


Anthony’s worked at Marvel for six 
years. He designed Okoye, Nakia and 


 You need to be a skilled 
designer, but know how to 
explain your decisions 


that either. “The way you interact? Are 
you easy to work with? So, people 
skills, maybe…” 


Fully Formed worlds
As a kid in Quezon City, Anthony 
would avoid certain streets on the walk 
home from school because they were 
known as places where you might find 
dead bodies. Filipino dictator, Marcos, 
executed people without trial and 
dumped corpses where they would be 
seen. Art became Anthony’s escape. 


He couldn’t play outside. He didn’t 
have toys. So he’d stay indoors and 
draw superheroes, cut them out, and 
use them as action figures. Five, six 
years old, a friend introduced him to 
Marvel comics. Hulk was a favourite, 
and X-Men, especially Wolverine. The 
big revelation was realising these 
characters lived in fully formed 
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GlAdiAtor hulk
“Hulk was one of my favourite 
characters growing up. I had a lot of fun 
with this one, making the shoulder piece 
sing with a lot of Jack Kirby inspiration.”


BAttle on the rAinBow BridGe
“This action scene was a complicated one. 
Producers needed to see how Thor would 


use lightning to battle Hela’s minions.”







“This is the design journey I had 


based on what Loki was going to do 


in the third Thor film. Story is really 


important to me. His costume is 


asymmetrical because he’s 


unbalanced by the death of his father 


Odin, and he doesn’t know if he’s 


good or bad, but he’s trying be good, 


so all the diagonal lines reflect this 


inner turmoil. 


I wanted to use my own ideas and 


sensibility to new costumes that feel 


like they belong on the trash planet of 


Sakaar. Loki had to look tougher, 


more regal, like a warrior, and not so 


androgynous, with his armour also 


echoing Asgardian motifs. 


Initially, the little pendant was a lot 


bigger, like a chain worn by a rapper, 


a big L for Loki, something that would 


be a big centrepiece. Then I was 


thinking he could have jewellery all 


over like Mr T – to me, Mr T is iconic. 


Obviously it didn’t end up looking 


anything like Mr T, but that’s how my 


mind works sometimes.


The helmet is my favourite style of 


helmet from the comic books, that’s 


open at the top so you can see the 


hair. This looked more Norse at one 


point, but I decided he still had to feel 


like the Loki from first two movies. 


For Loki’s Sakaar look I did a bunch 


of colour passes before we settled on 


the blue and yellow version. I also did 


turnarounds so the costume designer 


had clear direction. People think we 


don’t think of design all the way round 


to the back, but we do!” 


DressinG A GoD oF mischieF
Anthony explains the design decision behind the new-look Loki in Thor: Ragnarok… 
and the unlikely influence that Mr T from the A-Team had on the character’s look


stAr lord
“Going from collecting 
the Guardians of the 
Galaxy comics as a kid 
to painting concepts of 
the lead characters was 
quite a thrill!”
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 You have to be prepared 
when the opportunity arises. 
I wasn’t quite prepared 


instructional art books by Andrew 
Loomis, but Anthony and his family 
moved to the US before he could finish 
his university course. 


He decided to join the US Navy, and  
save enough money to buy his family a 
house. He asked to enlist in the art 
department, fancying himself as a 
draftsman, and to be stationed on the 
west coast. The navy stationed him on 
the east coast as a boatswain’s mate. 
“That’s the technical term for it. The 
general term for it is seaman. But there’s 
a lot of poking fun of that, seamen.”


Anthony cleaned the ship, painted 
the walls… general maintenance, 
basically. Looking back, he didn’t make 
the most of his time in the Navy. He 
could have taken advantage of all the 


reference surrounding him. There was 
a tour of Europe he should have used 
to go painting in France. Still, he 
wouldn’t change a thing. Anthony left 
the Navy after a couple of years: doing 
something he didn’t want to do gave 
him the drive to pursue a career in art. 


no portFolio 
After the navy, Anthony took art 
classes around California. He 
particularly enjoyed Associates in Art 
in Van Nuys. Some of the teachers 


worlds, a hero for every villain, 
complex backgrounds and backstories. 
These were dangerous places you could 
safely explore. 


By high school, Anthony was 
watching lots of sci-fi and horror films 
on Betamax. He’d draw his own 
versions of what he saw. His mother, 
very religious, became worried about 
her son’s obsession with demons and 
devils. “I’m just making up stories,” 
Anthony says. “Now I have to talk to a 
priest to make sure I’m not possessed. 
My mom would tell ghost stories, 
Filipino folklore, but that was okay.”


At the University of Santo Tomas, 
Anthony studied architecture and fine 
arts. He didn’t learn a lot. His art got 
going when he discovered the 







inFinity GAuntlet 
VAriAtion


“Here I’m trying out 
some other looks for 


the design for the 
Infinity Gauntlet.”


Green on Green
“I was testing out 
different war paint 
ideas for this design of 
Hulk, developed by 
Ryan Meinerding, head 
of visual development  
at Marvel Studios.” 


helmet desiGn
“I loved redesigning Loki’s 
helmet. I had to do a lot of notes 
and even a turnaround to clearly 
explain what I was thinking.”
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there worked as pros in the 
entertainment industry. There was 
even a class on creature design: “I was 
like, You can draw monsters and get 
paid for it?”


After class one day, Anthony’s friend 
got talking to Alec Gillis, co-founder of 
special effect company Amalgamated 
Dynamics, Inc. Alec saw Anthony 
listening intently. Alec asked if 
Anthony if he’d like to come to the 
studio with his portfolio. Anthony said 
he’s very much like that. Problem was: 
he didn’t have a portfolio. 


“You have to be prepared when the 
opportunity arises. I wasn’t quite 
prepared. But that wasn’t going to deter 
me. I decided: I’ll just keep on drawing 
every day, all day, all night, till four 







in the morning, just keep on 
drawing until I have enough to show.”


Anthony could tell Alec wasn’t 
particularly impressed with the results. 
The art looked clean enough, but Alec’s 
face said there was something missing, 
so he asked to see Anthony’s 
sketchbook. Anthony had two with 
him: the drawings were very sketchy, 
but full of ideas, lots of notes, lots of 
trying stuff out. He’d drawn a 
werewolf over and over – bigger head, 
smaller head, longer muzzle, shorter 
muzzle. He’d drawn stuff based on 
Men in Black, images he’d developed 
so much you could no longer see the 
source. He’d drawn and redrawn a 
weird alien that ended up growing a 


mechanical arm. The sketchbooks 
showed Anthony’s shape, his language. 


At ADI, Anthony worked on 2002’s 
Spider-Man, Alien vs. Predator and 
several other box-office successes. This 
was just the start.


inside mArVel
Anthony’s now part of the permanent 
visual development team at Marvel 
Studios. That means he and his team 
work continuously on the Marvel 
cinematic universe. He’s on multiple 
films at the same time – often before 
the studio has a director or a script. 
Anthony was busy with Avengers: 
Infinity War (2018) when he got the 
chance to work on Black Panther – two 
titles that ended up being among the 
most successful films of all time.  
“It’s crazy. Sometime I just have to 
pinch myself. It’s the dream job.”


Typically, head of visual development 
Ryan Meinerding is the team’s 
“touchstone,” the person who relays 
messages between the artists and the 
directors and producers. A similar role 
is played by Andy Park, director of 
visual development at Marvel Studios. 
Anthony says the Marvel cinematic 
universes gets a lot of its look, its 
“sensibilities,” from Ryan and Andy’s 
art style. But that doesn’t mean there’s 
no room for personal expression. 


Take Ego (played by Kurt Russell in 
Guardians of the Galaxy Vol. 2). This 
was a particularly difficult 
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 Sometime I just 
have to pinch 
myself. It’s the 
dream job 


doctor strAnGe
“Very early stab on a direction for  
Doctor Strange’s iconic look. Karla Ortiz 
designed the final look you see on-screen.”


dormAmmu
“It was fun trying to come up with my 
take on this demon, while echoing some 
of Steve Ditko’s unmistakable trippy 
shapes for the dark dimension.”
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Bullet Ant
“I learned so much about ants while 


on this project. I would work while 
watching every ant documentary 


that I could get hold of.”


GlAdiAtor thor
“Exploring ideas of Thor’s costume, 
trying to get him looking more like 
the Norse god of thunder.”







dorA milAje  
triBAl wArrior
“I wanted to apply some of  
the Massai elements to this  
design of the Dora Milaje.”


okoye weApons
“I wanted to show the 
general in a fighting 
stance and also to work 
out the costume in a 
more dynamic pose.” 


dorA milAje 
wArrior 
“Testing out other 
shapes and layering 
inspired by Zulu 
warriors and weapons.”


“I was busy working on Avengers: 


Infinity War when I got the 


opportunity to contribute to Black 


Panther. I designed the Dora Milaje 


that director Ryan Coogler and 


costume designer Ruth E Carter 


brought to life in the movie.


I love comic books and so most of 


my suggestions were based on the 


rich source material. When I started 


working on the film Ryan was 


confirmed as the director, but Ruth 


was yet to join the production team.  


I had to work on character designs 


based on descriptions of scenes. 


I wanted the women to look fierce 


and definitely not scantily clad. I had 


Like A Lioness in 
the serenGeti 
Anthony talks about his most famous creation: the  
Dora Milaje team of warriors from Black Panther


this idea of a lioness hunting in the 


Serengeti, standing up on a rock, 


surveying her land, getting ready  


to attack her prey. That gave me 


warm colours, yellows and oranges 


and reds. 


After head of visual development 


Ryan Meinerding took my designs 


into the first pitch, the discussion 


opens up to other members of the 


team and the producers of the 


movie, and there are changes and 


little things added on. “Okay, let’s try 


red. Let’s try this. Let’s try more 


African patterns and get even more 


of a tribal feel.” Overall, that’s kind of 


the process.  


It comes back to me and I make 


those changes. 


I had a blue version, a version with 


white stripe, more multicoloured. 


They ended up sticking on my initial 


yellow, that feeling of a lionesses 


hunting. But when my design doesn’t 


get through, I’m okay with that. I 


understand it’s not what they want 


so I try something else. You have to 


take criticism positively.


I heard Ryan Coogler really liked 


the final design. I didn’t get  


to go to that meeting, so the head  


of the team relayed these messages. 


But hopefully I’ll be in those 


meetings one day.”
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 I had this idea of a lioness 
hunting in the Serengeti,  
up on a rock, surveying  
her land, getting ready  


to attack her prey 


dorA milAje FinAl
“There’s a lot of symbolism in this image. Okoye is a 
traditionalist, very balanced and unwavering like a rock 
and she’s on a rock, while Nakia is more adventurous. 
Okoye’s shoulder armour is symmetrical for balance and 
Nakia is A-symmetrical to symbolise her rebellious nature. 
Even the shape of their weapons echo their personality.”
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surtur desiGn 
options
“Exploring the balance 
between the molten 
rock on Surtur’s body. 
The final design was  
by Aleksi Briclot.”


tween Groot
“I’m always using reference 
when I can. Capturing my son 
in this pose was just priceless.”


character to design. The team, 
headed up by Andy, received the brief, 
then it was “all hands on deck,” and 
everybody came up with designs. 
Anthony tried to balance doing what 
the producers wanted with his own 
personal tastes, which is usually “going 
really far – like, weird far.” He came up 
with five designs and took them to the 
meeting where the team compared 
work and received notes. From there, 
Andy guides the refining of the idea 
until it looks right. 


“Even if your design isn’t chosen, 
you still did your job by letting them 
know that’s not the direction they want 
to go. Process of elimination.”


Most people hadn’t heard of 
Guardians of the Galaxy when 


Anthony started work on the film. 
However, he’d collected the comics  
as a kid. Anthony insists you have to  
be a comic book nerd to do his job. 
First, it wouldn’t be interesting if you 
weren’t seriously into it, and, second, 
you need to have an almost 
encyclopaedic knowledge of a film’s 
source – the comics. 


When Anthony doesn’t get to see the 
full script – to prevent leaks – he has to 
come up with ideas based a scene or 
scene description. On Infinity War, he 


was told to come up with “an epic 
battle” between Thanos and Dr 
Strange. He says Marvel’s way of 
working is so open and collaborative 
that an artist’s design can have a direct 
influence on the final script. 


the word escApes me
Anthony Francisco is still trying to  
find the right words to answer this 
question: beyond top-notch art skills, 
what does it take to work as a vis-dev 
artist at Marvel Studios? 


 Even if your design isn’t chosen, you 
still did your job by letting them know 
that’s not the direction they want to go 
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VAlkyrie
“A more Norse-looking 
version of the character.  
The final design was by 
Constantine Sekeris.”







hulk Vs Fenris
“This keyframe was to 
help visualise the size 
difference and how cool 
their battle could look.”


Ant-tony
“Designing a retro-looking ant, but he 


needed to feel like a bike. I used ZBrush 
and Keyshot for the ant design.”


“People skills… That doesn’t mean 
doing whatever people want. It  
means you’re open to working in a 
collaborative manner. And respectfully. 
Show respect, get respect… I don’t 
know. The word escapes me.”


Maybe the questions threw him off 
because of the word “work.” Talk to 
Anthony about Marvel and you see it’s 
more than just a job. The Dora Milaje’s 
costumes are inspired by mainly by 
African culture, southeast Asian tribes, 
Native Americans, samurai and the 
Ifugao people from the Philippines. 
Baby Groot was modelled on his 
children. Marvel is part of his life, and 
has been since he was a kid. Anthony 
finds the word that defines a success in 
entertainment art: “Longevity.” 


He’s been involved in the industry 
for nearly 20 years now. The film’s he’s 
been part of have made billions of 
dollars. But he never mentions that. 
He’s in it for the making of fully 
formed worlds, a hero for every villain. 
Anthony makes dangerous places you 
can safely explore. 
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72. Lois Van Baarle


Nothing floats this artist and animator’s boat 
more than people watching 


Demons, cyborgs and overweight birds fea-
ture in the sketchbook of this veteran artist


This illustrator is busy designing creatures for 
his very own fantasy stories


Monochrome sketches that are instantly rec-
ognisable as the work of the superstar 


Sketchbook
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84. Max Ulichney


90. Vinod Rams
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profile
lois Van Baarle (loish)
location: The Netherlands


Lois has been drawing her 
whole life. She currently 
works as a concept artist 
and character designer for 
clients such as LEGO, 


Guerrilla Games and Amazon. She 
recently published her second book 
The Sketchbook of Loish, the 
successor to 2016’s The Art of Loish, 
both of which were published by 
3Dtotal and successfully funded 
through Kickstarter. 
www.loish.net


Lois Van Baarle
These loose, monochrome sketches are instantly recognisable as the 


work of the superstar illustrator. Discover the stories behind them…
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Clinging
“My drawings usually 
don’t convey complex 
stories or worlds, but  


instead focus on capturing 
a certain mood or 
emotional state.”


Playing 
with shaPes
“I love to stylise the 


shapes in my drawing 
and see if I can 


exaggerate or push it 
beyond what I would 


normally draw.”


girl gang
“Sometimes when I 


finish drawing one face, 
I want to draw another, 
and then another until  
a cluster of characters 


takes shape.”







 I love to stylise 
the shapes in  


my drawing 


BreakaBle
“Inking is a challenge 
for me, but one thing  


I really enjoy about it is 
using negative space to 


give more definition 
to the shapes 
and forms.”
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angular 
“This one was created for the 
Inktober prompt ‘Angular.’ The 
first thing that came to mind 
was bearded men, so that’s 


what I went with.”


study: hands 
“When I do anatomy studies,  


I usually try to focus on the overall 
shape and gesture, rather than 
getting all of the details right.”


74


Flowing
“One of my favourite 


things to draw is hair – it 
enables me to create flowing 
shapes and lines that lead the 


eye around the drawing.”
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sCarF
“This one was drawn 
at the beginning of 


autumn, when scarf and 
coat weather returned  


for the year.”


study: 
Cats & dogs 


“I love using a 
sketchbook to practise 


and bring new things into 
my visual memory.”


Bun
“I like to 


experiment with 
ways to balance 


more highly detailed 
areas (in this case, 


the bun) with 
rougher, more 
simple areas.”







 My sketchbook 
pages can be a 
mix of styles  
and ideas 
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Various 
doodles 


“I usually doodle whatever 
comes to mind, and as a 


result the sketchbook pages 
can sometimes become a 


random mix of styles 
and ideas.”


PreCious 
“This was my take on the 


Inktober prompt ‘Precious.’ I thought 
about magpies and the myth that they 


like to steal shiny objects.
and ideas.”


sCorChed 
“Ever since I saw a 


burnt forest on 
vacation in Canada, 


I’ve been drawn  
to the imagery of a 


forest that’s 
damaged but 
regenerating.”







77


Lois Van BaarLe  ImagIne FX annual


sketCh 
Page 


“These sketches were 
drawn from reference. 
I’m not only practising 
faces and expressions 


here, but also how  
I can translate the 
reference material 


into my own  
art style.”







profile
Martin Abel
locAtion: Australia


Martin has been 
freelancing for 15 years, 
working for comic books, 
magazines and a wide 
range of clients. He’s 


recently delved into creating art for 
board games with Plaid Hat Games’ 
new title: Crystal Clans. While taking 
client jobs here and there, he’s now 
focusing on his own characters and 
stories, and hopes to bring something 
out into the world very soon.
www.martinabelart.com


Martin Abel
This illustrator is busy designing creatures for his very own  


fantasy stories, and his sketchbook bears the fruits of his labours


 I wanted to 
try creating a 
character with  
a long, elegant 
form… 
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Wing 
ConCept


“Just playing with 
the idea of a different 


faerie body 
structure and  
leafy wings.”


Blue Faun
“I wanted to try creating 
a character with a long, 


elegant form and graceful 
flow, but also a very  


otherworldly nature.”







Folk 
oF the Wilds


“Some early concepts of the 
Fae, drawn traditionally and 


with tones added using  
ink washes.”


RoCk tRolls
“On a trip to Mount Wellington, I imagined these 


rock trolls living at its peak. I like to think they would  
be a hybrid of a mountain goat and a troll. Because 


their skin’s made of stone, they can blend  
into their environment.”


leaFy Fae
“I’m developing my own fantasy 


world. It consists of many creatures 
from legend, one of which being the Fae, 


more commonly known as faeries.  
I have the fun of creating my own faerie 
race, and the challenge of making them 


unique in appearance compared  
to all the other fantasy fiction 


out there.
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 When I travel, I like 
to draw in Moleskine 
sketchbooks… 
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ChaRaCteR 
design


“A mysterious little fellow 
who can tell your fortune by 
rolling magic die, but such 


wisdom comes with a price.  
A small portion of your soul 


is his favoured form  
of currency.”


sketChing 
adventuRes


“When I travel, I like to draw 
in small Moleskine 


sketchbooks, with fine pens 
and a travel watercolour kit. 


This page is from my 
UK travel journal.”







piskies 
“I love to develop my 


own creatures and lore. 
This includes this race of 
Piskies, who live deep in 


the forests of the 
Western Wilds.”


Martin abel  ImagIne FX annual


81


WaRm- 
up sketChes


“I like to have total freedom in my 
warm-up sketches, so I usually draw 


whatever comes to mind. It’s fun to not 
have any clear direction and to find 


out what my mind wants to 
come up with.” 


piskie 
homes


“It’s fun to imagine what 
types of homes piskies 
might live in. I think they 


dwell in refurbished hollow 
trees, and being such a 


homely race they 
welcome visitors 
with open arms.”







 I especially love 
combining fine, 
detailed lines with 
watercolour paints 


elven Royalty
“A quick study of some elitist elven royalty.  


I enjoyed drawing them so much, I had to colour 
them in Procreate to see how they might look  


in lavish red velvet and luxurious  
gold accessories.”


FaCes 
oF Fae 


“While developing the 
faeries, I wanted to divert 
from the character Wysh 
and focus on a couple of 


different genders and 
ages with these little 


head sketches.”


painting Fun 
“I’m trying different mediums and 
ways of drawing. I especially love 
combining fine, detailed lines with 


watercolour paints.”


sWamp 
nymph


“This nymph will lure its 
victim in with her beauty, 
then change to reveal its 


true form, which is a 
little… pointier than 


expected.”
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make 
youR Wysh 


“I drew this to get back into the 
groove after a long holiday. I liked the 


character so much that she’s woven her 
way into the story I’m working on, 
and spawned my current designs  


for the faeries.”


FloW! 
“One of my favourite things to draw 
is long, flowing hair, so this was really  


just an excuse to have fun.”
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profile
Max Ulichney
location: US


Max works as an animation 
art director and visual 
development artist, and 
has a background in CG. 
He has years of experience 


working as a caricature artist, and tells 
us that capturing a candid likeness in a 
moment at a café or bar remains a 
favourite past time of his. These days 
most of his illustration work is done on 
an iPad in Procreate using his range of 
custom ‘MaxPacks’ brushes.
www.maxulichney.com


Max Ulichney
Nothing floats this artist and animator’s boat more than  


people watching – and then immortalising them in his sketch book 
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CTNx Guy
“I quickly captured this guy from my 


booth at the animation expo.”


Walk 
iN The Park


“Sketched at the park on 
an early summer day in 


Santa Monica.”


CafÉ TurTle
“One of my favourite café 
sketches, drawn with a 9B  
pencil in my Moleskine.”







 I was inspired by 60s 
mods and the idea of a 
stranger with secrets 


Max Ulichney  ImagIne FX annual


85


uPPerClassGaTor
“I especially enjoyed playing 
with the short limbs and long 
torso of this preppy predator.”


Mod
“I was inspired 


by 60s mod culture 
and the idea of a 


put-together stranger 
with secrets. The 


tangents and 
primitive shapes 


add tension.”


sNorT
“This is one of my best 


friend’s dogs. Drawn from a 
particularly stylish photo.”







 This hair brought 
his human to  


the bar… 
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hiPsTer fiNalisT
“I pushed strong geometric primary 


shapes and a few intentional
tangents for structure.”


Blues MaN
“This was scratched in live with a giant parallel 


pen to capture the energy and grittiness 
of the subject.”


MaNe MaN
“This hair brought his 


human to the bar and I had no  
choice but to sketch 


them both.”







GuardiaN 
aNGel


“I like using aggressive 
brushes, such as in this 


sketch. It forces me  
to make careful, 


expressive marks.”
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 I tried to keep the anatomy 
strongly indicated without 
losing any of the energy 
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GrooMed
“The sharpness of 


this guy’s posture and 
hair inspired me to 


render him practically 
architecturally.”


PayiNG 
his dues


“This poor guy was 
having a hard day, 


clearly overwhelmed 
while making a
coffee run for  


the team.”


square 
JaW


“Caricature from life.  
I tried to keep the 
anatomy strongly 
indicated without 
losing energy.”


reTireMeNT
“Just having fun with skin tone 


and texture. Painted using  
my own digital inks and 


coloured pencils.”
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airPorT 
CoWBoy


“This guy was checking 
the arrivals screen while 


I waited to board a 
flight at LAX.”


CrossWalk 
Girl


“Sketched from memory a 
few hours after I saw her in 


the neighbourhood.”


sNaPe
“Alan Rickman is a 


favourite of mine. His is 
a very difficult likeness 


to capture.”







profile
Vinod rams
location: US


Vinod has been creating 
characters, creatures and 
worlds for tabletop and 
video games for over 20 
years. He was one of the 


main character designers on the indie 
video game Gigantic, and is now is 
working as a freelance visual 
development artist for various clients 
in the entertainment industry. He likes 
drawing wrinkly old people in his 
spare time.
www.vinodrams.com


Vinod Rams
Demons, cyborgs and overweight birds feature in the sketchbook 


of this veteran vis-dev artist, who’s also a big D&D fan! 
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AbbAdox 
And Mr. buMbles


“It was fun to contrast the sharp 
and pointy demon with the soft, 


round penguin in this sketch.”


Pen 
PrActice


“This guy is sad, 
because he was only 


drawn to try out my new 
Lamy fountain pen. 


Poor guy!”


soMething 
Fishy


“Random characters from 
my sketchbooks often 


become jumping-off points 
for my professional work, 


even if it’s just a fun  
shape exploration.”







 Commission for a Dungeons  
& Dragons character: he’s a  
half-orc cartographer 
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dAvor roughs
“Some roughs for a friend’s 
D&D character. Here I’m just 
exploring some posing, props 


and face types.”


dAvor
“Commission for a 


D&D character: he’s a 
half-orc cartographer.  


Who says there aren’t any 
original ideas any more!?”


bozu
“More Mozu-related 


fan art from the video 
game Gigantic. Here’s her 
bumpkin father, Bozu. It’s 
fun to take a fantasy race 


you created and draw 
characters of different ages 
and body types to explore 


the design.”







Knossos 
“Another drawing of a Gigantic 
character of mine. Knossos the 
minotaur is always ready for a  


fight… or a party.”


tAnK driver
“Here’s a budget Tank Girl. 


She’s not as cool as the 
original, but she’ll get 


the job done.”


robo 
brothers


“I had a trio of dumb 
henchmen that became 
“Frankenstein-ed” in my 


campaign. Designing a D&D 
adventure is a great exercise in 


art direction. And you’ll get 
immediate feedback!”
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 Fat birds and 
angry monsters. 
You can’t go 
wrong with  
that combo 


goggle 
MonKey


“This guy is my unofficial 
mascot. I really need to 


develop him more.”


gigAs And 
the destroyer


“Fat birds and angry monsters… 
can’t go wrong with 


that combo!”
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FrAnKenstein’s 
Monster


“I love arcane Frankenstein tech. 
Generators, glass tubes,  


bolts – it’s all great!”
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robo 
Minions


“Some Frankenstein-ed 
tech baddies for my D&D 
campaign. They all use 


similar elements so they 
feel like one group 


of enemies.”


bolAgi, 
seer oF destinies


“I like the design of this guy – he 
definitely has a story to tell. 


I just have to get around 
to tell it!”


your MoM
“This old lady turned 
out to have a very 


Ghibli-esque feeling to  
her. Like Yubaba from 
Spirited Away… but 
somehow uglier.”







 This old guy has 
a strong Frezzato 
vibe to him… 


Do you want to share your sketches with your fellow ImagineFX readers? Send us an email with a 
selection of your art, captions for each piece and a photo and bio of yourself to sketchbook@imaginefx.com
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Johnny 
licorice


“I tried getting this guy’s 
eyes as tiny as possible. 


He’s a weird guy –  
best not to talk  


to him.”


grooFus 
MAlweAther
“He can read your 


future by observing the 
very wind! But he’ll still 


charge you. It’s a 
business after all.”


soPli the 
cloudFlier


“This old guy has a strong 
Frezzato vibe to him. Check 
out the author and artist’s 


Keepers of the Maser series if 
you don’t know what I’m 


talking about.”







98.  Paint Colourful  
Character Art


See how Pernille Ørum takes the idea for a 
character and brings it to lifee


126.  Mix Traditional 
and Digital tools


There are many ways to use traditional tech-
niques to enhance your digital artwork


104.  Paint a fantasy 
manga portrait


Asia Ladowska puts aside her ink pens and 
markers, and embraces digital painting


132.Compose an anime 
Street Scene


Tan Hui Tian uses colouring, lighting and 
perspective techniques to paint an urban 


110. Create concepts with   
the pattern stamp tool 


Lino Drieghe reveals how this Photoshop 
staple can be used early on in the process


118.  Use VR tools to build       
up an image


Freelance illustrator Martin Nebelong paints 
in virtual reality to create the base


Workshops
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 Create a painting that tells 
a story 







104


126


97







PAINT COLOURFUL 
CHARACTER ART
See how Pernille Ørum takes the idea for a character and 
brings it to life using simple techniques and vibrant colours


As a visual developer 
in the animation 
industry it’s your job to 
realise yours and other 
people’s ideas, and to 


tell a story using your creative skills. 
This means that you need to convey 
your objective to your audience and 
understand the effect different 
elements in a composition have on 
the viewer. This being art, nothing’s 
written in stone, but learning the 


rules and then deciding how you 
want to use them is a great start.


I begin a painting by identifying 
the story. Who is the character or 
what’s the mood I’m after? Here, I’ll 
be painting a lady from the Wild West 
with an attitude and so I think about 
the colour palettes in the American 
West and how the warm tones of the 
prairie could carry this illustration. 


In my workshop I’ll be focusing 
mostly on colouring an image. So to 


get the most out of this article it’ll  
be helpful to have a strong 
understanding of how to construct 
an image using form, negative space, 
how to paint light and how colours 
relate to each other. 


I’ll take you through my ideas 
process and how I decide on the 
colours early on. Then I’ll show  
you how I build up an image using 
flat local colours, before bringing it 
all together at the end.


1 Thumbnailing my ideas
When starting your drawing it’s important to have a 


clear vision of what you want to show,  and here 
thumbnailing is a great tool. It’s a chance to quickly 
sketch out and test various idea without spending too 
much time on them. It also enables you to run your ideas 
past other people while it’s still possible to make changes 
easily. Here I want to draw a Wild West-themed woman 
with attitude, and try out a range of poses. 


Photoshop


Pernille Ørum
LOCATION: Denmark


Pernille has been part of 
the animation industry  
for seven years as a 
character designer and 
has collaborated with 
many large studios. She 
designed Warner Bros.’ 
DC Super Hero Girls. 
www.pernilleoe.dk
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PHOTOsHOP


I took a gouache brush 
created by Kyle T 
Webster and removed 
the Opacity, so now it’s 
basically a full colour 
brush with rough edges.  
I might play with the 
Transfer setting to  
create textures on a 
character’s face. 


CUsTOm bRUsH: 
gOUACHE bRUsH


2 Cleaning up and simplifying
I work very simply, so before I begin colouring I try 


to have as clear a line drawing as possible. I correct the 
character’s anatomy and draw many of her clothing 
details. Now I’m ready to simplify my drawing.
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https://youtu.be/KF_Ektb4fQ8
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4 Blocking out the character
When I’m ready to start colouring I reduce the Opacity on the sketch layer. 


Then I start blocking out the character with a solid colour using the Brush and 
Eraser tools  on a new layer underneath the sketch. It’s important to have a clear 
silhouette and I find that I have more control when I draw it by hand. 


3 Produce a range of colour thumbnails
Once I’m happy with the line drawing I create small colour thumbnails to see what works best for the illustration. This is one of my 


favourite steps and I enjoy playing with different ideas and just being bold with my colours. It’s important to bear in mind basic colour theory 
and the principles of the colour wheel. I normally don’t spend more that a few minutes on each thumbnail. 


5 Colour blocking 
Next, I create a clipping mask within the blocked-


out shape and on a new layer for each colour, proceed to 
block out the main shapes of the drawing. I usually start 
with the hair because it has the most details, and place it 
above all the other layers.
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9 Painting the fence rail
The railing that my character’s leaning against is the last key element in the 


scene, so I make sure that it’s separated from her and appears three dimensional, by 
using the same techniques that I used for her body and clothing.


6 Add lines to increase volume
To make the flat shapes appear volumetric I use the 


information from my worked-up sketch and add lines 
where they support the shape. It can often be a bit tricky 
to know when and where to put in a line. Keeping them 
on separate layers makes it easy to amend your choices.


7 Details help to enhance a character’s personality
Now you can start to introduce little touches that give the character more 


personality. Here I’ve added a ruddiness to the cheeks and nose, freckles, details to 
the eyes, a lasso and other clothing embellishments.


8 Bring in shadows
To create more volume and definition I add 


shadows that aren’t based on directional light, but rather 
the volumetric form. They help to define the shape of the 
braids and separate the character’s shirt from her body. 
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10 Background blocking while maintaining variety
Before I start adding environmental light on the character, I colour in the background. I begin this stage by blocking out the shapes, 


making a conscious effort to avoid repeating myself with my choices of shapes. 
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12 Enhance the atmosphere of the environment
I use the Gradient tool to select colours from the background and combine 


layers to boost the atmosphere in this part of the composition. This should be done 
carefully, because it’s easy to overdo this step and make the image look flat. 


14 Hard light and reflections from the prairie
Finally, I paint in the hard light, which indicates the direction of the sunlight 


in this image and helps to make the artwork pop. I always apply some reflection on 
the shadow side. Here I’ve chosen a bright orange, which adds to the prairie 
atmosphere. And that’s the painting done! 


11 Background details
Less is more when adding details to a background. 


It’s important not to lead the viewer’s eyes away from your 
character, so think about atmospheric perspective and 
work with monochromatic and analogous colours, while 
still being aware of which shapes you’re trying to define. 


13 Painting in soft light
To bring the character forward from the background 


I mask the top layer and use the Gradient tool to add a 
soft light. In this drawing I use the yellow from the sky  
to show light coming in at an angle and a warm orange 
from the opposite direction. Then I reduce the Opacity 
and change the layer mode to Overlay.
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Paint a fantasy 
manga Portrait
asia Ladowska puts aside her ink pens and markers, and embraces  
the digital painting process of a soft and colourful manga character


For this workshop I’m 
painting a beautiful 
manga character. My 
go-to tools are usually 
traditional media. I’m 


most comfortable working with ink 
pens, pencils and markers, and so  
I’m learning a lot when I’m painting 
with digital tools. 


I have no idea what the end result 
will look like, so I’ll make sure to 
share in this workshop every 


important step and my thinking 
process, as well as why I make certain 
decisions that affect the final 
appearance of the character. 


While painting colour concepts 
and experimenting with different 
palettes in the sketching phase, I was 
listening to music and believe it or 
not, the final colours of this 
illustration were inspired by a song.  
I heard the line, “Day gives way to 
night” and that’s when the deep red 


and blue sparkled in my mind. If not 
for the song and the feedback from 
ImagineFX I’m sure the girl’s hair 
would have ended up being pastel 
pink and blue (like the hair of most 
of my characters that I’ve painted 
digitally). It’s exciting to experiment 
with colours that I’ve never used 
together before. 


So, prepare to meet Sunset, a happy 
girl that’s winking at you from the 
cover of my favourite art magazine!


1 Generating concept sketches
The brief I receive is pretty straightforward, with a lot of freedom for experimenting. I start by sketching some 


close-up shots of a woman in her 20s, making sure she’s looking at the viewer and that she’s smiling. I always make the 
expression of the character I draw myself, so the sketching process has left me in a really good mood!


Photoshop


asia Ladowska
Location: England


The Polish artist  
and Instagram art 
ambassador is also the 
author of the book 
Sketch with Asia, which 
is set to be published 
later this year.  
www.ladowska.com
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PhotoshoP


The hard and soft edges 
of this brush are ideal for 
drawing hair.


custom brush: 
hair brush



https://youtu.be/NRXi_yfYYoA
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4 Forgetting about the pink
I start over with new colours and a new concept for 


the clothes. I wasn’t really happy about the request to 
remove the pink, but I know that I can still make this 
work. I paint on a larger canvas now, with extra space 
around the character and guides that indicate the actual 
crop of the cover image. I’m listening to music that keeps 
me relaxed and, surprisingly, also brings new colour ideas!


3 Acting on the first round of feedback
The scary moment is here! I receive my first feedback on the colour sketches 


that I‘ve sent in. It’s also my first experience of having someone edit my colour 
sketches and say what needs adjusting. The ImagineFX team ask me to change the 
pink to a more red-looking hue, add stars in the hair and give the girl a necklace. I’m 
panicking just a little right now. Does this mean no more pink…?


2 Apply colour tests to the chosen sketch concept
I introduce colour to one of the concepts that’s been chosen for the cover. Although I’m trying to be creative with the palette, and despite 


the brief saying “No pink”, I’m sneakily trying to introduce pink combined with blue, two different light sources and some space textures. 


106


ImagIne FX annual  Workshops







6 Making selections to separate out elements
Making selections is a long and tedious process, but it’s worth the effort. Some 


artists just paint on one or more layers, but I like to keep everything editable and 
easy to select. So for each element, like the skin, the hair at the front, hair at the back 
and the dress I make flat selections with the Pen tool, all on separate layers.


5 Second round of feedback
The new concept worked for ImagineFX; however, 


I’m asked to make some more changes. Because the 
painting was looking a little too dark, the team suggests 
brightening the dress and background, and introducing 
some yellow highlights in the eye. Sure! I’m much more 
confident on how to take the painting further now.


7 Painting basic colours and shading
Once I’ve made a selection I usually just lock the Transparency or create a clipping mask to the exact shape layer and then start painting. I’m 


adding basic colours that I want to use as a reference and then some simple shading to all of the character’s elements, such as her skin or dress. 
This stage is more about finding the right colours than trying to make everything look perfect.
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11 Softening the image
In my opinion this phase drastically changes the 


illustration. I no longer stick to selections, but create a new 
group above everything and then paint. I use a soft Round 
brush to soften selected edges, such as the yellow ends of 
the woman’s fringe with a colour picked from exactly the 
same place. This makes them look like they’re glowing.


8 Painting hair texture
Using the basic colours of the hair in the previous step, I paint up and down 


with my custom Hair Brush to make the strands look more like hair. As simple as it 
sounds, however, it takes me a few hours to paint in all those strands!


10 Painting in the stars
For stars in the background I use the brush that can be downloaded from 


Adobe’s Creative Cloud. From the Brushes menu click Get More Brushes. It’s one of 
Kyle’s Spatter brushes pack, called Dots 1. I adjust the Spacing and Size Jitter, add in 
the stars, then apply the Blur and Overlay filters, Now the stars look perfect. I paint 
the stars on the character’s face and hair on a separate layer by hand.


9 Creating line art
I think that a key characteristic for manga-style art is 


line art, so I always add it into my work at some point. 
Black lines would make the painting look too harsh, so  
I use colours that I’ve swatched from various places in the 
painting. To change the colour I initially picked I can 
always lock the pixels of the layer and try different ones, 
so there’s no need to spend more time making selections.


108


ImagIne FX annual  Workshops







14 Applying the finishing touches
To finish off, my process is almost always the same. I add a Color Balance 


filter layer with Midtones at +3, -3 and +3, respectively, to push the reds, pinks and 
blues a little further. I also flatten all layers as a copy above everything and apply a 
Gaussian Blur filter to it. I erase the parts that I don’t want blurred, and now Sunset 
looks much softer and finished. Even though her hair isn’t pink, I’m pleased how 
this painting took me on a space journey beyond my usual art frontiers! 


13 Design a crystal necklace
It’s time for detailing. The sleeves of Sunset’s dress 


are missing crease lines, the dress itself receives a few 
brushstrokes, and then I add a diamond necklace in the 
shape of the Sun and the Moon to complement her look.  
I also add a few constellations to her hair to make her 
look even more magical.


12 Introduce reflective light on the face
With such a colourful and strong environment, glowing hair and lots of stars, Sunset’s face was looking a little flat and not part of the 


environment. I need to remedy this. On a Multiply layer I add some shadows to make her look more three-dimensional, and on another one set 
to Normal I apply some pink and yellow on the jaw line and blue on the neck, because those colours would have an effect on the shadows.
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Create ConCepts 
with the pattern 
stamp tool
lino Drieghe reveals how this Photoshop  
staple can be used early on in the creative 
process to generate interesting textures


Photoshop
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https://youtu.be/_HWECMWLduw





3 Creating patterns to use with the tool
I make a new document and copy-paste photos from my reference library (A). By double-clicking my layer (B) and using the Blend if… 


option under Layer Style (C), I can blend layers together by excluding colours. Holding Alt while dragging will split the slider in two, resulting in 
a smoother transition. I make sure that I arrange the photos in such a way that the lighting and shadows correspond with each other.


2 Using the Pattern Stamp tool
The Pattern Stamp tool enables me to paint or fill 


my canvas with a pattern that I choose from a pattern 
library. Similarly to the Brush tool, I can select a brush tip 
to paint the pattern with. There are pre-made patterns 
available but for this workshop I’ll make my own. I’ve 
created several patterns that can be downloaded from  
my website under the Resources tab.


1 Gathering pictures
Before I start, I gather pictures to build my library of patterns. I’m using 


photos that I take myself or collected from friends and family. I’m building up my 
own reference library by storing photos on a cloud server. That way I can use my 
own photos, knowing there are no copyright restrictions on them.


Finding a good work-
life balance is hard. In 
the evenings, when 
family life calms 
down, I like to search 


and learn new ways of working.  
I explore new techniques to add to 
my various workflows and write 
about them on my blog to help  
me understand them. The Pattern 
Stamp tool in Photoshop is one of 
my recent discoveries. 


Sometimes I use this technique to 
either overcome the fear of the blank 
canvas or when the brief of a project 
has a lot of room for interpretation.  
I don’t want to be fixated on just one 
idea. As a concept artist it’s my job to 
generate a variety of ideas and 
concepts as quickly as possible.


It’s creating that variety where the 
Pattern Stamp tool excels in. It 
generates interesting textures and 
colour variations from texture sheets. 


Furthermore, it creates enough room 
for happy accidents to occur which 
can be beneficial to the early stages 
of the creative process.


In this workshop I’ll take you 
through the process of creating your 
own custom patterns and how to 
apply them to a value sketch. Based 
on the outcome of placing the 
patterns, I’ll refine the sketch to a 
working idea. Finally, I bring that 
idea to a more refined finish.


lino Drieghe
loCation: Belgium


Lino is a part-time 
lecturer in concept art 
and freelancer with a 
primary skill in creating 
environment concepts 
and designs. 
www.linodriegheart.com
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4 Refine and edit the chosen patterns
To retouch the edges of the photos, I use the Content Aware tool under Edit>Fill. In the dialog I choose Contents>Content Aware. By clicking 


OK, this tool fills the selection with the surrounding pixels and blends them together. I click Filter>Other>Offset to make the pattern tileable.


5 Warm up and create a series of sketches
At this point I have no idea in mind so I use the Pattern Stamp tool to warm up, and to show how effective it is in the early phases of a 


painting. I start my sketches with limited values and use the standard Round brush to keep the shapes simple. After producing multiple sketches, 
I decide to develop one of them so I can show my whole process from start to finish in this workshop.
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8 Making the most of those happy accidents
I create a new layer to paint with the Pattern Stamp tool with the Impressionist mode turned off. This is the moment where a happy 


accident should help take an idea to the next level. For those not aware of the phrase, a happy accident in painting is when something unique  
and unexpected happens. It turns out to be beneficial to your work and guides you on to a new path that you might not have considered.


7 Block in the colours
I use the Impressionist mode (A) of the Pattern Stamp tool to block in the colours. 


The Impressionist mode will generate colour variations based on the colours Photoshop 
identifies in the active pattern. I block in the colours of each layer on a separate layer so  
I can add them as a clipping mask (B) and adjust them later on.


6 Refining the value sketch
I create the feeling of atmospheric perspective 


by making the foreground values darker, and those 
in the background lighter. I deliberately avoid 
adding any light or shadows because I want the 
Pattern Stamp tool to do that for me. At the same 
time, I rearrange different layers to come up with a 
pleasing composition. I want the round shapes to 
contrast with the straight lines.


a


B
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10 Cleaning up the focal points
Once I’m happy with the overall positioning of 


elements, I upscale the image to a bigger resolution. This 
enables me to add more details on the focus points. By 
adding more layers with the Pattern Stamp tool and 
applying a Distort>Spherize Filter on them, I generate 
more details on the foreground communication hub.


9 Rethink the story
By placing the Pattern Stamp tool I come up with the idea of having derelict communication spheres that are 


partially buried under the desert hills. I use the Pattern Stamp to create the sea and clouds in the background. Because  
I use clipping masks for all the coloured layers, I can easily adjust the values to the underlying greyscale layer.


resources


photoshop


square


Cool start


mixer


A textured square that’s 
great to refine edges.


Use this one during the 
early stages to block  
out your ideas.


Changes colour and 
shape. Ideal with the 
Pattern Stamp tool or to 
start your paintings with!


Used in combination with 
the Stool. Creates nice 
transitions when used  
on a low strength.


Custom Brushes: 
rounD


11 Refining the figures
Mixamo (www.mixamo.com) is my favourite tool to add figures to my 


paintings. It’s an online service designed to rig and animate your custom 3D 
characters. It also holds a library of pre-made models and animations that are free 
for use. I pick a model and animation and screengrab the pose to add it to my 
painting. This model will help me to achieve the correct pose and proportions.
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14 Finishing touches
Working on the values and colours at the same time 


enables me to keep my values in place while making the 
finishing touches. I rearrange my layers slightly to create 
some more breathing space around them. I add extra 
small details to give everything a more finished look. 
After getting feedback from friends, I fix small parts of the 
painting, such as the perspective of the clouds. 


13 Add greyscale and colour simultaneously
I go to Window>Arrange and create a new window for my open document. 


For this new window I change the viewing options: View>Proof Setup> Custom. In 
the dialog I choose sGray for the Device to Simulate menu. By placing the two 
windows next to each other, I can paint in colour and values at the same time.


12 Check the readability of the composition
Using an interesting light and shadow pattern, I lead the viewer in and through the painting. By creating a repetition of shadows and lights 


I’m able to push the feeling of depth even more. I fix the values of the background hubs and add more perspective to the clouds in the sky.
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Be inspired by a selection of Manga inspired features, interviews, 
sketchbooks, galleries and so much more. Follow along with the in-depth 


workshops and re-create the amazing artwork inside. 


LEARN THE SKILLS REQUIRED TO CREATE 
YOUR OWN MANGA MASTERPIECES


workshops and re-create the amazing artwork inside. 


ON SALE
NOW


www.myfavouritemagazines.co.uk
Or get it from selected supermarkets & newsagents


Ordering is easy. Go online at:


Manga Artist House Ad 230 x 297mm.indd   1 08/05/2018   12:59







use vr tools to 
build up an image
Freelance illustrator martin nebelong paints in virtual reality to create 
the base for a book cover illustration, before finishing it in Photoshop


Quill, Marmoset Toolbag & Photoshop
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https://youtu.be/nXb5elvavbs%20





In this workshop I’ll be 
taking you through the 
process of making an 
illustration for a 
Danish author, Nanna 


Foss, who’s written a paranormal 
sci-fi book series called Spektrum, 
aimed at a teen audience. I’ll take you 
through the steps of quickly mocking 
up and composing the scene in Quill 
(VR), and once this is done, I’ll talk 
about how to light and present the 
scene in Marmoset Toolbag to add 
mood to the VR sketch. 


With those elements in place, I’ll 
finally take the illustration into 
Photoshop and add finish and details 
through the use of textures and 
painting. My workshop is mainly 
focused on the steps before 
Photoshop, because there’s been 
plenty of ImagineFX tutorials by 
better artists than me on this part of 
the painting process!


Creating art in VR is still in its early 
days, but it’s evolving at a rapid pace 
and it’s exciting to see how much the 
tools have already improved over 


what we had just a year ago. In my 
daily work as an illustrator, I find that 
VR sketches works well compared to 
traditional sketches. It gives you more 
freedom when you’re composing the 
scene, enables you to easily reuse 
elements, and makes it simple to 
experiment with light, colours, 
material properties and so on.


This scene is set outdoors and VR is 
great here, but for architectural  
scenes and difficult perspective 
compositions, I’ve found that it’s 
extremely powerful too.


martin 
nebelong
location: Denmark


Martin is a Danish 
freelance artist, working 
part-time for Canadian 
startup MasterpieceVR 
and on a freelance basis 
for a plethora of clients 
both big and small.
http://ifxm.ag/martin-n
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3 Giving the figure shape
Because I’ll be lighting the scene outside of VR, it’s 


crucial that the characters and surroundings have a mass 
to light in the first place. Otherwise you’ll just be looking 
at thin ribbons and will have light shining through them. 
For this I use either the Cube brush or the Capped 
Cylinder brush. I fill in the figure around the sketch, while 
rotating it to check the silhouette from all sides. Using the 
Selection tool I can adjust the character if needed.


2 Sketching in VR
Let’s fire up VR and Quill. I make sure the scene grid 


is turned on, and choose the Ribbon tool for the initial 
drawing. I sketch out the main character, in the same way 
I would on paper, but with the difference that I constantly 
rotate the model to make sure it looks good from all 
angles and that the figure is balanced.


1 Character and environment breakdown
Nanna describes the scene for me in detail: “The main character is a boy, 


between 15 and 16 years old. He has black “manga hair”, black clothing and a 
snakebite-piercing in the lower lip. He has a goth tattoo on the lower arm with the 
text ‘Courage is resistance to fear, mastery of fear – not absence of fear’. He has a 
bow in his hands. He looks frightened/angry but determined. The boy is standing 
in a clearing surrounded by burned eucalyptus trees. Just outside the clearing we see 
another boy who looks 16 or 17 years old, muscular with broad shoulders and 
brown hair. Visible among the trees around the characters, we see glittering, scary 
eyes – as if the wood is filled with monsters who are watching them.
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7 Duplicating the tree
I then select the tree using the Selection tool, hold down the left trigger and 


the right grip button and drag out a copy of the tree. By turning it and scaling it 
slightly, I make it look like a new tree. I also select some branches and reposition 
them. I repeat this process until I’ve created a small forest.


5 Using reference in VR
After also drawing the secondary character, I look up some references online 


for the eucalyptus trees, and open up a desktop overlay in Quill via Oculus Home. 
You can pin your desktop in VR, and look at a browser window with reference 
images (or even your favourite TV programmes). It’s also possible to import 
reference directly in Quill, but often I find that approach to be a bit slow compared 
to a window overlay, which enables me to easily search for new images.


6 Drawing the first tree
I add a new layer, either through the Layer menu or 


by pushing up on the thumbstick of your left hand. Using 
the Capped Cylinder brush, I draw in the stem of the first 
tree, and then the branches. Remember to have Pressure 
Sensitive Size turned on for this. Once I’m happy with the 
form, I use the Optimize tool to make sure that the tree 
isn’t too heavy, from a polygon standpoint.


4 Adding a ground plane
I select the Capped Cylinder brush and draw in a 


ground plane. I use big strokes for this step because I don’t 
need much detail here. I focus my efforts on the main 
part of the image, which is the area around the character. 
I use a grey colour for the ground, and then add some 
colour variation with the Recolor tool.
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8 Finishing up the mockup
Once I’m happy with the overall look of the scene, I go in and refine the face of the main character and the overall shapes of both him and 


the boy in the purple shirt. For this I mainly use the Rounded Cylinder brush and the Cube brush to make sure that the form is solid.


9  Exporting the model from VR into Marmoset
After adding final details to the scene, it’s now time to take it 


outside of VR. To do this, I export the scene from Quill as an FBX file. 
In the Export menu you can turn off the Export Curves and Export 
Animation options to keep the file size more manageable. To help me 
add mood to the scene, I import the model into Marmoset Toolbag, 


but you could just as well use Blender and EEVEE, for example, which 
is a lot like Marmoset Toolbag, or for that matter any 3D program that 
supports vertex colour. Both Marmoset and Eevee are real-time 
viewers, so any changes you do to your scene are visible instantly. I like 
this, since I can very quickly achieve just the look I want. Here’s what 
the model looks like without any tweaks.
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12 Use Photoshop to add polish to the composition
Finally, after exporting the render from Marmoset Toolbag, I take the model into Photoshop. Using a combination of custom painting and 


photo textures, I start to add more finish to the scene. I end up tweaking the main character quite a bit, but use the background pretty much as  
I had created it in VR. I hope this workshop has given you an idea about how to use VR as a mock-up tool for your own illustrations. 


11 Marmoset effects
I light the scene with an overall HDRI image, and 


place a light as the sun. I use a directional light for this, 
and adjust the intensity to a fitting amount. I add various 
other lights to achieve the look I want, and create a Fog 
element for a more moody look. I also tweak the camera 
settings to introduce depth of field, noise and lens effects. 
I then render out various camera angles, and once I’ve 
picked one, I render this version out and exit Marmoset.


10 Tweaking my materials
I make a new material and set the Albedo channel 


to Vertex color and Roughness to one. I set Reflectivity to 
Specular and Specular intensity to near zero. I create 
materials for different elements, such as the trees, ground 
and the boy’s necklace. For the skin, I set the diffusion to 
Unlit to achieve a smoother look to the surface. I then mix 
in a colour to ensure the material matches the lighting.
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MIX TRADITIONAL 
AND DIGITAL TOOLS
There are many ways to use traditional techniques to enhance your 
digital artwork. Chantal Horeis goes through her favoured approach


I love the tactile and 
sometimes random 
textures that occur 
when working with 
traditional tools. 


I’m also fascinated by the endless 
possibilities that digital workflows 
have to offer, so I never want to 
choose one over the other. 


A couple of years ago I started to 
experiment with different 
approaches to drawing and painting. 
I began creating traditional-digital 
hybrids and refined my process using 


custom textures and scanned-in 
papers. Different textures can be a lot 
of fun to play around with: they give 
your artwork a lovely finish. 
Furthermore, this approach enables 
you to describe surface textures of 
specific elements in your artwork, or 
emphasise certain shapes and objects 
in your image, making them stand 
out within the composition.


In this workshop I’m going to 
show you the process behind one 
of my illustrations, and explain how 
I create and preserve textures. For the 


traditional stages I’m going to use 
graphite and ink on paper, but you 
don’t have to follow my lead. Just use 
your favourite traditional medium 
and play around with the effects you 
can create with it. This is really about 
finding the most enjoyable process 
for you. The following steps are 
transferable to graphite, watercolours, 
oils… you name it! I would love this 
workshop to provide technical 
guidance, but also inspire you to 
experiment with different tools to 
create your unique painting process.


1 Digitally sketching out the idea
When beginning a new illustration I usually start with a simple sketch that captures the main idea of the artwork, just to check whether it 


has potential. I do this digitally, because I can make any changes in just a few seconds. Once I’m happy that my idea is worth developing I create a 
more refined sketch that provides greater details and presents an appealing composition.


Traditional & Photoshop


Chantal Horeis
LOCATION: Sweden


Chantal is a freelance 
artist living in Sweden. 
When she’s not drawing 
she enjoys cooking 
and caring for her 
plant collection.
www.chantalhoreis.com


Artist
 PROFILE
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3 Enhancing the traditional drawing
Next I refine the paper drawing. I add several layers 


with different pencils, going from hard to soft, so from 
light to dark. I hatch some areas very lightly to create 
textures, but go darker into other areas to create variety. 
After that I pick up my ink pens to trace some of the lines 
with ink, which creates an even wider value range.


2 Transferring the drawing to paper
Since I don’t own a lightbox I stick a piece of paper to my screen and trace my 


sketch on to it. I use a very hard pencil and make very soft and delicate lines. They 
don’t have to be perfect, but rather create the right spacing between elements. I want 
to get this foundation stage right so I do not have to worry about it later.


4 Scanning and preparing  
the drawing


I want to preserve the traditional drawing 
in my digital workflow as much as 
possible. I’ve developed a process for 
‘lifting’ the drawing from its background. 
It enables me to colour in the line work 
later and work underneath the drawing as 
well as on top of it. I can even use a 
clipping mask to colour parts of the line 
work in different colours. First I select all 
and copy the drawing. Then I go the 
Channels dialog and create an Alpha 
channel. I paste in my drawing and then 
invert it. Next, I create a new layer and 
Ctrl+click the layer thumbnail to select the 
linework. Then I fill the selection with a 
colour, deselect it and then put a white 
layer underneath.
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Drawing is 
duplicated
to make it 


stronger in the eye 
area using a mask


Selection of the drawing 
coloured with a fill layer 


Adjustment layers


6 Colouring the traditional drawing
Because the drawing is separated from its background I can change the colour of the lines very easily. I apply a fill 


layer on the drawing selection as well and used a saturated darker red-orange. It looks more vivid and complements the 
underlying colours. It’s interesting to see what effect different colours for the line work have on your image.


5 Bringing in basic colours
Having this cut-out version of the traditional drawing means I can fill in the basic shapes of my image underneath the drawing, without 


affecting the original line work with Multiply layers on top. I use fill layers for this, so that I can change the colours and find something that I like.


RESOURCES


PHOTOSHOP


STARS


SOFT


This brush is ideal for 
creating star patterns 
or noise textures.


I use this brush for most 
of my work, to fill in 
shapes and outlining. 


With this brush I paint 
soft colour overlays to 
create more vibrancy 
throughout the image.


CUSTOM BRUSHES: 
BASIC
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The left colour is mapped to
my dark values, the right 
one to light values. Then 


I create a gradient


Still a bit too 
bright, so I adjust 
the brightness 
to match the 
underlying 
image.


8 Adding colour variations to the skin
I like to add some vibrancy to the skin of my 


characters. To do that I create a new fill layer in Overlay 
mode. With a soft brush and reduced Opacity I paint 
some colour on the cheeks, nose, lips, ears and shoulders. 
This makes these areas look more alive, while still letting 
the original drawing shine through.


7 Applying colour effects
I try to go as far as possible without painting on my drawing, instead adding 


colour effects in different areas. For example, applying a gradient map to the hair. It 
maps a colour gradient to the value range of your image. This way I can make the 
dark lines lighter and the fill space darker. I then use a mask to define the shape.


10 Placing textures over key areas
I scan the textures at a very high resolution (1,200dpi), just as I did with the 


drawing previously, and drag them on top of my artwork. I set them to Overlay and 
adjust the brightness so that it doesn’t brighten the image underneath. Then I place 
the textures where I want them and use a mask to limit the textures to specific areas.


9 Creating more traditional textures
Over the years I’ve built up my own little library of 


traditional textures. There are an easy and effective way to 
add more visual interest to your work digitally later on. I 
try to be more experimental, and use graphite powder 
and my erasers for a softer texture that I want to apply to 
the skin. I also create an ink texture by drawing small 
repeated lines all over the page.
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12 Enhancing the background with a pattern
To create an even more textural feel to my image I decided to put a flowing, 


ornament-like pattern to the background. I keep it very light and delicate, because  
I don’t want to create too much contrast here. I place the pattern on a low Opacity 
Overlay layer, which enables the underlying texture to shine through. I create this 
element so that it directs the viewer to the face, and supports the overall visual flow.


14 Finishing touches with a noisy texture
I take a scanned-in paper texture and add tiny stars with a custom star brush. I 


use this texture a lot recently to create a finish for may artworks. I put it on top of my 
image and make it black and white. I then duplicate it several times and fill the 
entire image with it. Finally, I set the layer to Overlay and adjust the Opacity to give 
the image a pleasing finished look. 


11 Introducing translucent horns
Although I don’t like to add elements later on in the 


process I really wanted to graft these translucent horns on 
to her head. I use a couple of layers to work out the 
translucency layering and play with the Opacity setting. 
The horns create a bit of a contrast in the composition 
because they don’t have a lot of texture to them. 


13 Further detailing
I carefully use Overlay, Multiply and Normal layers 


to add more details to the image, trying to match the 
traditional texture feel. I apply more freckles to the skin, 
refine the eyes a little more and add a few more flowing 
strands of hair. I check the outlines of my drawing and 
add some where necessary. It’s important for me to make 
these changes look as natural as possible.
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COMPOSE AN ANIME 
STREET SCENE
Tan Hui Tian uses colouring, lighting and perspective 
techniques to paint an urban setting that’s full of details


Traditional anime backgrounds are painted 
with poster paints, but increasingly studios 
are switching to digital tools. Backgrounds 
are designed to suit the cel-shaded 
animation in the foreground, and differ 


from matte-painted backgrounds created for films in that 


there are more hand-painted elements, and the colours 
are more saturated. 


For this workshop I’ll be describing my process for 
creating an anime-style background. It would be good if 
you had an awareness of basic perspective concepts, such 
as how to set up a simple two-point perspective grid. 


1 Compositional sketch
I start off by searching for inspiration on Pinterest, 


searching online and going through my reference folders. 
I decide to do a common scene in anime: a quiet street in 
daylight. I have a rough composition in mind, and sketch 
it out with a simple brush. At this stage, I have a two-point 
perspective in mind, but choose not to use a perspective 
grid yet, so that the sketch can be more dynamic.


2 Moving on to colour flats
I then lay down colour flats in different layers. 


I often merge components that aren’t touching into a 
single layer, to reduce the layer count. I use the Lasso and 
Paint Bucket tools to create the shapes. At this stage there’s 
no need for all the shapes to be precise. It’s more important 
to create tonal contrasts and interesting shapes.


Photoshop


Tan Hui Tian
LOCATION: Singapore


Tan is a senior illustrator 
at Collateral Damage 
Studios. She’s created 
the key visuals for 
conventions such as 
Anime Fest @ New York 
Comic Con and STGCC’s 
10th year anniversary.
https://ifxm.ag/t-h-tian


Artist
 PROFILE
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4 Generate a rough sketch
In the areas that are unresolved, I draw rough 


guideline of the shapes that I want on another layer. I find 
it easier to refine the shapes afterwards, rather than 
drawing precise lines. If the art direction is more line-
based then I spend more time refining the undersketch 
before moving on to the inking stage.


3 Working to the correct perspective
Once I have the shapes more or less pinned down, I then correct them 


according to the perspective grid. You can create a perspective grid with the 
Filter>Vanishing Point tool in Photoshop. For this, I use the Polygon Tool on the 
Star setting with 100 sides and 99 per cent indented sides.


5 Refining shapes without over-rendering 
When rendering, I find references of the real-world object and simplify that in my artwork. I try to work on the detail without zooming in 


too much, and finish the overall shading first. For the greenery, a lot of it is suggested so there’s no need to over-render it. I skip around from 
component to component a lot during this stage, so that I’m not tempted to spend too much time on one particular element.
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6 Overlay lighting
A good trick for creating visual interest through 


lighting is to play around with the tonal contrasts. 
James Gurney’s explanation of the Windmill Principle 
(https://ifxm.ag/jg-windmill) helped me a lot. I decide 
to have the cast shadow cut across the hedge in 
foreground left. I use brushes on Dodge and Overlay 
modes to quickly create the backlit effect on the hedge.


RESOURCES


PHOTOSHOP


HARD SQUARE


COLOR RANDOMIZER


My go-to brush for the 
painting process. The 
texture imparts a nice 
hand-painted feel.


After the block-in phase 
I use this brush for 
painting soft glow 
effects or soft edges.


Handy whenever I need 
to add in a little bit of 
colour randomisation at 
the start of rendering. 


CUSTOM BRUSHES: 
SOFT ROUND


7 Blending details
I add decals quickly by using the Type or Shapes 


tool, rasterising the result and then blending it into the 
artwork. Make sure that the decal is of the correct tonal 
value and saturation. If necessary, I colour-correct using 
the Hue & Saturation or Curves tools. I then add a 
weathering effect by using a textured eraser.


8 Replicating details in the environment
It makes sense to save time by duplicating items that are repeated around the scene. If the item isn’t meant to be a perfect clone, I might 


change it to a different hue or edit certain details. I use the same trick to create the hand-painted brick tiles.
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10 Putting the wall mural into perspective
I use the Perspective Warp tool to warp the mural design on to the wall. I like to keep my Move Tool on auto-select, with the transform 


controls visible. This means that there’s one fewer step involved in transforming any layer object. I can also switch between layers easily, and quite 
often don’t have to worry about naming my layers. To transform a layer object manually, go to Edit>Free Transform.


9 Colour picking to create cohesiveness
I didn’t have a colour palette in mind when I began this piece, but I want to create a cheery atmosphere. To create cohesiveness between the 


different colours, I use the Color Picker to select colours from other parts of the image, and have spots of colours distributed throughout.
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14 Adding a character
When adding in figures into a finished environment, I consider the perspective 


before blocking them in. Here, I render the young woman in neutral lighting, and 
then adjust the colours with the Curves tool. I place the character layer under some of 
the colour adjustments layer, ensuring that the colours appear more cohesive. 


13 Bringing the colour together
Colour adjustment layers tie the disparate colours 


together. I’m using a lot of layers on different blending 
modes, but the most important ones are the textured 
brush shape on Multiply mode (for the cast shadow), and 
the layers with soft Airbrush blobs on Soft light and Color 
mode that enhances the sunlight and blue shadows. I also 
make other adjustments, such as adding atmospheric fog 
or increasing the saturation on the shadow of the clouds. 
To make sure the layer adjustments don’t muddy the 
colours beneath, I set the layers to Normal, 100 per cent 
Opacity and refine the shapes as needed.


12 Adding visual interest
This is the fun part for me. I add little quirky details into the environment 


such as graffiti, animals, signs and posters. I often add my Space Penguin mascot 
into the artwork somewhere, and other little insider jokes.


11 Objects in perspective
I don’t really use the perspective grid because I find 


that I play by the rules too much when it’s visible. 
However, it’s often necessary to refer to it for equally 
spaced objects. You can use this trick when you need to 
find out the distance between equally spaced objects in 
perspective. The zig-zag lines will always be parallel to 
their corresponding lines (zig to zig, zag to zag).
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138. FXPosé Traditional


Vanessa Lemen uses abstract mark-making 
to conjure macro fantastical worlds


Patrick J Jones explores the mysteries of 
light and shadow


Comic artist and illustrator Tess Fowler talks 
about bringing fantasy friends to life


Catch a glimpse at a more traditional form of 
an artist’s sketchbook


Traditional


142


138


154


142.  Inking your 
Fantasy art


148.  Abstract mark 
making skills


154.  Perfect the art of 
Chiaroscuro
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SHOWCASING THE FINEST TRADITIONAL ARTISTS


Alexandra Manukyan
Alexandra’s work explores the theme of human connection. 
“The paintings examine isolated life experiences, and look for 
the connections to other people hidden in them,” she explains.


LOCATION: US  MEDIA: Oil paint  WEB: www.alexandramanukyan.com


1


1REPLICATION TERMINUS
“Never before has the 


world been simultaneously 


so connected and 


disconnected. The empathy 


of the physical, in-person 


connection that defines 


humanity has been 


supplanted by a false 


equivocation that simulation 


equals understanding.”


2
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2TO LIVE A LIFE BENEATH
“An alien world beneath dark waves, 


she moves with an otherworldly glow. 


There’s something in the water… can’t you 


see? Perhaps beyond all things that we 


define with certainty.”


3THROUGH THE HEART OF GRACE
“A living embodiment of elegance and 


fortitude, she moves with an undeniable 


strength alongside immaculate fluidity. 


How ironic that the very thing that takes 


our breath away is the air we breathe.”
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1SHENZHOU
“Shenzhou means divine 


craft in Chinese. We tend to 


paint space travel as a strictly 


American endeavour.  


I wanted to reimagine the 


image of the astronaut with 


an Eastern, female aesthetic.”


2SPORE RAIN
“The Mycelium Goddess 


embodies the reproductive 


process of mushrooms, as a 


metaphor for pollination and 


the spread of ideas.”


3REEF KEEPER
“My vision of a fictional 


Protector of the Reef; a 


goddess meant to symbolise 


the fierce need to care for 


our underwater ecosystems.”


4MONA
“An imaginary sea witch 


with a penchant for 


attracting space life.”


Lauren YS
LOCATION: US  MEDIA: Ink, acrylic paint, spray paint  WEB: www.laurenys.com


Lauren’s work always has a fantastical aesthetic. “I aim to create a misfit 
wonderland in which imaginary heroines can address the absurdities of 
reality, within the confines of a page or a wall,” she says.


2 3


4
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G
reetings and salutations 
artist friends! Do you 
enjoy tabletop RPGs? 
Do you find yourself 
doodling mythical 


beasts and lovely elven warriors, but 
you want to breathe more life and 
detail into them? Well, today you’re 
in luck, because I’m going to tell you 
about the magical mystery that’s 
inking the fantastical. 


Have no fear, I used to shake in my 
boots at the thought of inking my 


pencil work as well. But you already 
possess the skills required to venture 
down this road. If you’re a seasoned 
inker, perhaps something here might 
help you in your questing. 


While working on the comic 
Dungeons & Dragons: A Darkened 
Wish with B Dave Walters I’ve been 
inking full time and enjoying the 
heck out of it. You’ll see some shots 
of my comic work here. I’ve also 
included some art inspired by the 
Twitch show Critical Role. 


15 Tips For inking 
your FanTasy arT


Comic artist and illustrator Tess Fowler talks about bringing fantasy friends  
and places to life with not only ink, but also instinct and love


 
Tess has been working in 
comics and illustration 
professionally for over  
12 years. Look for her newest 


comic Dungeons & Dragons: A Darkened 
Wish, on sale now. And to see more of her 
work, visit www.tessfowler.com.


1 Tools of the trade
I’ve experimented for years to find what inking tools work best for me. Your 


mileage may vary. I recommend exploring everything you can get your hands on, 


from fountain pens to Japanese calligraphy brushes. You want to look for a tool 


that enables you to produce the effect you want, be it feathering, splatter or clean 


fluid lines. Shown here is a Pentel pocket brush pen which is refillable, a Faber-


Castell S size pen, a micron size 01 and a Winsor & Newton sable brush size 2.


2 Designing lively, lived-in faces
Fantasy characters can have features that are off-the-wall bizarre, but they 


still should feel like vital, real beings. Try to think of them less like make-believe and 


more like your friends. This is Mighty Nein and Vox Machina, two groups of 


adventurers from Critical Role. I’ve used clean lines in the faces so that the emotion 


is clear. Varying your line weights brings energy to an inked expression. Beards, 


scars, tattoos and wrinkles are also fun ways to show where they’ve been in life. 


Connect with your character and they’ll connect with the viewer.


Professionally, I have to leave my inks 
open for a digital colourist. But when 
I do my own stuff, like Critical Role 
fan art, I ink differently because  
I colour it traditionally. But both 
come from the same place. My heart.
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3 Hair dancing
Hair is what seems to trip people up the most. 


When inking hair, remember to “clump”. Section it 
into pieces. Hair doesn’t stick together in one 
glued-up mass. It’s a free-flowing, living thing. Keep 
your wrist loose. Your lines playful. Curls have 
spring! You don’t have to pick out every single hair; 
that tends to confuse the eye. Have you ever seen 
someone outside on a breezy day? You see the hair 
lift and move and dance. That’s what you’re trying 
to capture. Joyful hair. Action. Energy. A Darkened 
Wish’s Helene has my favourite hair design ever.


4 Texture adds a sense of storytelling
What is a lonely inn on the side of the adventurer’s road 


without contrasting textures? Boring, I tell you! Enrich your 


environments with differing textures: stones, wood, thatch and 


so forth. Inking these different bumps, nicks and wood grain 


tells a story to your eyes that then tell your fingers, “Ooh, that 


would be so neat to touch!” Have you ever felt tree bark? Cold, 


unyielding stone? Fuel your work with that mental library of 


sensations. Buildings have lives all their own. Different tools can 


help. Dip your finger in ink and smoosh it on to the walls of 


your building. Boom! New texture.


5 The eyes have it
Your eyes are the windows to your soul. Same goes for any goblin, troll 


or even Critical Role’s resident trash wizard Caleb here. Inking can often make 


lively pencil work fall flat. Why? Because you’re streamlining your first instincts, 


overwriting the pencil work you created in a flurry of inspiration. Inking is more 


than tracing. Nowhere is this more important to remember than when inking 


eyes. Is the flesh below the eyes puckered from crying? Are the eyebrows 


furrowed in frustration? Are the eyes glassy and shiny? Add some gel pen 


highlights in there. Some heavy black eyelashes. Some emotion! 


 Hair doesn’t stick together  
in one glued-up mass. it’s a 
free-flowing, living thing 
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6 Furry bits are fun
I like inking fur because I can use a brush to 


make playful shapes. You can clump and section 
the fur just like hair. Does your clever highwayman 
wear a cloak lined with fox fur to keep warm? 
Search for some photos of different animals. How 
does their hair spring up out of their skin? What 
direction does it flow? Has the cloak been wet 
before? Does the fur droop now? Grog and Pike are 
my favourite Critical Role characters to add fur to.


8 Junk is your friend
What’s in your house that makes it look lived in? For me 


it’s piles of books, art supplies, mugs of cold tea and so much 


more. Inking such details in an environment can communicate 


more about your character than even their own attire. My 


image reference files on my phone include a lot of medieval 


books and bottles. Lanterns, too. The shapes and textures of 


these items are soothing to ink, but also create intriguing 


visuals. Young wizard Helene is an avid reader, clearly.


7 Accessories make noise
My character design always involves heavily laden belts 


full of stuff that jingle jangles. Coins are a favourite. Bottles of 


potions with their smooth roundness tied up with heavy twine. 


Again, contrasting textures are visually interesting! I like tying 


jewels and pennies into hair. Hanging them off a belt or boot. 


It’s easy to get bored when inking. Noisy details break up the 


monotony of a piece as well as giving your character a visual 


history up-front. Why does he need a spatula tied up in bows 


and crystals on his belt? I don’t know, but now I’m invested.
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9 Natural inspiration
Look out in the garden under 


your window. What shapes do the 


flowers and leaves take? Triangles? 


Wavy ovals? Diamonds? Just as 


when you were a little kid first 


learning to draw shapes, so too now 


can you allow the natural world to 


inspire you to make shapes again.  


I enjoy drawing Critical Role’s Keyleth 


because her flowery wreaths give me 


the opportunity to draw piles of 


flowers and leaves. Just bunches of 


distorted shapes all clinging to each 


other. Springing up and dangling 


down. Shapely sunbursts.


10 Noble steeds
Researching horse tack 


helped me learn to make up 
my own fantasy versions of 
the same. I can put a saddle 
on anything and work out 
how to attach the reins and 
bridles. I can fudge reality 
with steel rings and textures 
because I’ve read enough 
about the subject to do so. 


Beneath a horse’s shiny 
hide, its muscles ripple and 
flex differently depending  
on how they’re moving.  
I can apply that information to 
centaurs and other hybrid 
fantasy creatures.
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1 who’s doing the colouring?
I keep my pencils loose when I’m not making 


comics because I know I’ll be colouring myself 


instead of a digital colourist handling it. I leave 


the heavy lifting for the inking stage. Notice how 


I’ve shown myself where the hair clumps exist?  


I haven’t picked them apart yet.


2 don’t overcomplicate
My inks here are simple so as not to 


overpower the colour that’s to come. Vex and Vax 


of Critical Role are twins. I want to show the 


delicacy of their youthful features while also 


making sure you see who they are in their 


clothing details and pet friend.


3 framing the colours
I’m careful not to smear or overpower my 


inks. The ink holds the colour like a frame holds a 


picture. The delicacy of the children’s features still 


shines through. I used the leaf silhouettes to pop 


out the leaves in front to create depth. The bright 


green helps sell that illusion.


step by step: Think about colour when inking your art12


11 Weapon design
Is there a difference between a 


dagger and a dirk? How long is a 
longsword? This is fun knowledge 
that I’ve gained through years of 
library hunting and internet deep 


diving. I’ve seen so many knife 
sheaths it makes my head spin.  
I can’t recommend it highly enough. 
Pretty soon your brain develops a 
mental reference file that you can dip 
into whenever you want. Then you 


can break all the rules! It’s fantasy 
after all. What story does your 
weaponry tell? Does the hilt fit the 
warrior’s hand? Maybe it was a gift 
from his mother on her death bed. 
That’s why it’s too small for him.
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14 No shirt, no shoes,  
no treasure


Naked adventuring is unwise. As 


much as I love drawing skin, a hero 


sometimes needs layers to keep 


them warm while questing. Where 


do they come from? If it’s a tropical 


climate then they might wear less. Or 


if they’re impervious to the elements 


they might like to show off their scaly 


hides. But if they’re puny humans 


they’ll need things like chain mail, 


jerkins, cloaks, gowns and robes. 


These involve textures, and often 


reference. My inspiration comes 


largely from history. See how Percy’s 


clothes differ from Vex and Kiki? 


What do the textures tell you?


15 The power of silhouette
Don’t discount the usefulness of simplicity. 


Black ink shaped into recognisable figures and 
objects can tell a story just as easily as the densely 
detailed stuff. Grab a brush and a bottle of ink. Tell 
a story with nothing but shapes, and you’ll see 
what I mean. It’s also a wonderful way to test 
whether or not your storytelling is clear in comics. 
If your figures’ body language holds up in 
silhouette you’re on the right path. Helene and her 
grandpa are deep in conversation here. 


 Much of my 
armour design 
comes from rocks 
and wood 
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13 Organic matter matters
Nature gives us beautiful 


reference, but it also gives us room to 


make up our own organic designs. 


Much of my armour design is derived 


from rock and wood surfaces. Huge 


standing rocks from the beaches of 


southern California gave me an 


instinctive flow when drawing armour 


pieces. You can touch that which is 


made by the earth and allow that 


energy to fuel your fantasy work. I 


often use a brush for this, laying down 


black ink. Then I switch to a tech pen 


for the texturing. Vex from Critical 


Role is a favourite for this.
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Ron and I also have a studio 
away from home, where we 
teach classes in drawing and 
painting. This school studio is 
not far from our home, and is 
an extension of our 
workspace as well as a great 
hub for creatives to meet, 
learn, and make art together.


In my studio I have clips that 
hold smaller paintings in 
nooks and spaces – wherever 
there’s room to store more 
wet paintings and have them 
around and visible to me.M


y painting process  
can be described as 
responsive and 
permeable, and I’m 
fascinated with finding 


similarities between the familiar and 
the unknown. There’s so much life in 
both aspects, in the possibility of 
chance, and in what many might call 
mistakes or imperfections. 


It’s what I love about using different 
tools and materials, and making 
abstract marks. It enables me to 
explore and learn while in unknown 
territory. Experimenting with new 
tools provokes new ways of 
processing something, and guides me 
to the possibility of connecting with 
something on the fringes or beyond. 
Exploration is essential to the 
process, and discoveries can occur in 
all areas of painting, be it in the 
abstract or representational areas. It’s 
different sometimes depending on 


the area or the stage of the painting 
I’m working on, but overall it’s just a 
matter of digging deeper and 
becoming lost in a place of reflection, 
curiosity and wonder.


What’s amazing to think about is 
how the exploration pertains to the 
finished painting, too. How the 
dialogue between artist and surface 
gets passed along in the form of the 
painting itself. There’s a story there 
now in the marks, like subtle runes 
that are left to be deciphered, and it’s 
open to different interpretations. It 
might even be something that can’t 
quite be put into words – and that 
may be one of the biggest 
motivations for us to keep scratching 
at the surface. The paintings we  
create and share can invite someone 
in to connect, to experience that 
intangible place, and to communicate 
with one another in ways that are 
universally understood.


abstract mark 
making skills


Vanessa Lemen uses abstract mark-making to conjure macro fantastical  
worlds within her imaginative realism portraits and compositions in oil


 
Vanessa is an award-winning 
painter living in Carlsbad, 
CA with her artist husband 
Ron and their two cats,  


Rey and Maz. You can see more of her art 
at www.vanessalemenart.com or on 
Instagram (@vanessalemen).


Oils
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1   Initial mark-making
When I’m in the early stage of the painting process, it usually involves 


making marks on several different panels. It’s a reactive process, and not 


necessarily about composing a picture with a set plan or outcome. Eventually, 


something will begin to show itself in the marks that I’m making, and I’ll continue 


working on that panel that speaks to me the most. 


3 What I’m drawn to
There can be many reasons why I might feel that 


an abstract is successful as a start to work into. It could 


be the composition, an interesting colour scheme, strong 


contrast, subtlety, a balance of hard and soft edges… it 


can be so varied. Sometimes I’m drawn to one as more of 


a challenge, with problems that I’m excited to solve.


2 Choosing a panel
When I’m finished with a day or two of making 


marks on several panels, I’ll set out around my studio on 


drying racks and shelves, so that I can live with them and 


let them be there in my peripheral vision, because I might 


be working on another painting. 


4 Mark-making as note-taking
With various panels surrounding me, most often 


when one catches my eye, it’s because I saw something  


in the marks that stood out to me – very similar to how 


we see images in clouds. That’s when I’ll take it over to  


my easel and start to make some marks as notes of what  


I saw in the abstract painting.  


materiaLs


canvas


n 8x10-inch gessoed 


masonite panel


paints


n Oil paints (various 


colours/brands)


tools


n Silicone spatulas  


and combs


n Sable brushes  


and mops


n Bristle brushes 


miscellaneous


n Linseed oil


n Odourless  


mineral spirits


n Rags and paper 


towels (to paint with as 


well as for cleaning)


n Mahl stick (for the 


rendered areas)
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5 Thin layers of light
I add lights on the areas of the face where I 


previously noted in the abstract marks. I build things up in 


thin layers of Titanium buff. This colour is a little less 


opaque than Titanium white, and has less of a tendency 


to cool the colours down that I’m painting on top of.


7 Softening the figure’s gaze
I work on the face a bit to soften the gaze and 


develop the features and small forms within the overall 


face shape. I also soften some edges, to give the illusion 


of depth as the edge would recede back into the distance 


since the face is a soft, rounded form with volume to it.


6 Further exploration on the canvas
I add more light on the face as well as darks surrounding the head. While the 


new darks are still wet, I scrape out areas or splatter mineral spirits in order to 


create more texture and abstract possibilities to work with. I see the darks areas as 


a combination of headdress and landscape, but abstract in its visual representation.


8 Creating small forms
I build up some darks defining smaller forms within the headdress and areas 


surrounding the face, and work on the far eye to add lights and definition. I’m still 


working out how to integrate that eye with the abstract marks surrounding it.
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9 Further exploration in the background
I shift gears to work on broader areas for a bit, adding opaque colourful 


lights in more atmospheric areas of the background. These areas I can experiment 


with and respond to, rather than get caught up trying to force the area of the eye to 


be a certain way. I’ll return to work on the eye again eventually.


11 Weaving colour with brushstrokes
I work on developing volumes in the fleshy forms on the face as well as some details in the features. In these later stages, I often use a 


smaller brush like this in larger areas to weave subtle colour shifts together.


10 Consolidating values
Adding the darks and gradations in the 


foreground shapes next to the light in the atmosphere 


really helps to push the contrast and creates a visual 


hierarchy. Sometimes working in an area adjacent to 


another area is what the other area needs.
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12 Defining and integrating
Defining small volumes within these areas helps to 


integrate the picture – from colour and value shifts as well 


as from details to larger, more abstract atmospheric 


areas. Prior to doing this, this part of the hair/headdress 


next to the brow and cheekbone lacked definition and  


I wanted to add something inside that shape.


13 Inspired by natural surroundings
Working in this “environmental headdress” and the macro worlds contained 


within it, I’ve no doubt that I’m inspired by the walks I take especially when it’s foggy 


or misty in the canyons near my house, and the trees and bushes show themselves 


in distant pockets, moving in and out of the mist and morning or evening light.


14 Light, movement and atmosphere
Another subconscious influence that makes its 


way to the panel is the brilliant sunsets and sunrises I’ve 


encountered, and the light through trees late in the 


afternoon. The sense of movement and atmosphere is 


influenced by the dynamic of the overall shapes and 


forms in the composition, and I reinforce that with the 


direction of my brushstrokes.


15 Applying the final touches 
I add the last touches after having glazed the entire face with a thin 


transparent layer of a combination of linseed oil, Burnt umber and Ultramarine blue. 


I also add in highlights in the eyes as well as on the mouth, and a few small accents 


get applied where a small detail helps to pull the overall piece together. 
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perfect the Art 
of chiAroscuro
patrick J Jones explores the mysteries of light and shadow,  
and demonstrates how to harness their atmospheric properties


Today we’ll be drawing Alana, while 
placing the focus on chiaroscuro. This is  
the composition of light and shadow to 
create depth, but more importantly, mood. 
Having explored depth using value in part 


five we can now build on that knowledge and delve 
deeper into the artistic realms of darkness.


Chiaroscuro creates an emotional atmosphere in both 
art and film. Think of the films that engaged us with their 
skilful play of light and dark. A few that come to mind are 
Blade Runner, Eraserhead and Sunset Boulevard. These 
type of movies are sometimes referred to as Film Noir, 
meaning ‘dark film’, but their moody lighting can be seen 
in centuries-old oil paintings such as the startling An 


patrick J Jones
LocAtion: Australia


Patrick is a figurative 
artist author and teacher. 
His art technique books, 
The Anatomy of Style 
and The Sci-fi & Fantasy 
Techniques of Patrick J. 
Jones were both award- 
winning best sellers. His 
latest book on drawing 
the figure, Figures from 
Life, is now on sale. 
www.pjartworks.com


Artist
 profiLe
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https://youtu.be/Pt1-v_MTWHc
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Once again chiaroscuro 
simplifies our composition, this 
time creating dramatic focus 
along the arc of the back.


Note how chiaroscuro light 
leads our eye from the elbow 
through the hips, in a gestural 
curve to the big toe.


1 The beauty of living separate lives
Here we have our wonderful photo and pose to draw from. But how can a drawing compete 


with such a great photograph? Well, it doesn’t have to. Photographs and drawings live separate lives 
in the world of art. With that thought in mind we’re free to interpret rather than copy the photo.


2 Plotting structures in the composition
With my willow charcoal I plot out the figure with two major structures: a long tube for the 


upper torso and a ball for the hips. Working from big shapes to small I add the scapula (wing bone) 
and below the scapula I indicate the serratus and latissimus bulges as a converging V-shape.


Experiment on a Bird in the Air 
Pump by Joseph Wright, painted in 
1768, which is housed in the 
National Gallery in London.


Films with artistic light are often 
the collaborative work of a director 
and a cinematographer. When I first 
watched Apocalypse Now I was 
entranced by the cinematography 
and how it created a constant mood 
flowing from one scene to the next. 
As an artist it felt like the emotional 
and gestural flow through great 
figurative art.


Single light Source
In the two photographs at the top of 
this page we can see how clearly the 
figures stand out from the 
background. They are well defined, 
dimensional and atmospheric in 
tone, and for that reason they hold 
our attention. This is due to the single 
directional light source and a dark, 
uncluttered background. My lights 
are positioned high to recreate an 
artificial afternoon sun, in a dark 
studio background. One benefit of 
artificial light is that it’s unchanging 
and remains constant with no 
dimming due to passing clouds.


However, you don’t even need to 
buy a lighting setup if you want to 
create a chiaroscuro photoshoot. All 
that’s needed is a sunny day and a 
dark background. An old abandoned 
factory with a hole in the roof will 
give you the right light, or any indoor 
space with an open roof. Add a cell 
phone on a makeshift tripod and you 
can create a professional photoshoot.


And so with our model posed we 
begin our own chiaroscuro adventure 
of shifting emotional shadows and 
light using our humble charcoals and 
pencils. Let’s get started…
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5 Spotting flickering changes
I smudge the charcoal into softer forms. In life drawing classes I have my 


students step back at this stage and glance back and forth at the model until they  
see every flickering change between their drawing and the pose in order to make 
adjustments. Time spent analysing forms early is time saved later.


4 The power of structure
From here we begin to reap the benefits of strong 


structure. As I go over the drawing’s simple shapes again 
it’s easy to add smaller anatomical details such as the ribs, 
the sacrum pad above the gluteus, and the two serratus 
notches visible at the left of the breast.


3 Taking a holistic approach
I continue adding smaller structural shapes to 


define areas such as the hip bone. Structural shapes 
are simple versions of anatomy. If I were to draw the 
intricacies of each anatomical shape as I go, the 
drawing would get so complicated that I might lose  
the sense of the whole figure.


penciL
General’s soft charcoal 
pencil, Pitt charcoal 
pencil 


chArcoAL
General’s compressed 
charcoal sticks


erAsers
Kneadable eraser, mono 
eraser, electric eraser, 
pencil eraser, grip eraser 


misceLLAneous
Paper stumps, tissue 
paper, washed and  
dried shammy leather 
cloth, newsprint
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8 The magical chiaroscuro
Now on to the subject at hand: the magical 


chiaroscuro. I’m thinking of the single source of light and 
how it tumbles across the forms as I blend with my 
fingers. To study the power of chiaroscuro use your 
bedside light and turn any model around. Notice how the 
strong light and shadow changes as you do this.


7 The figure has become overly gestural
I’m strolling down easy street now as I continue pencilling over my self-


approved structure, or so it seems… In my quest to make every line more gestural 
I’ve made the raised scapula too rounded. Keep in mind that structure and gesture 
are a fine balance of back and forth, which can fall apart at any time.


6 Assessing my progress
With all due diligence done I step back again 


from the art for a final assessment. This doesn’t 
mean I want exact proportions, I’m simply making 
sure the anatomy and interlocking forms work 
both structurally and gesturally. With everything 
working to plan I start to pencil on top.
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10 Straights on the curves
I’ve finally addressed that pesky scapula by drawing a straight line across the 


upper curve. Placing straight lines on top of curves can add authority to a line. This 
is something I do more often on the male figure to add a more rugged look, but this 
approach can work on the female figure, too.


9 Creating a sense of sfumato
I make the shadows darker than I need so I can 


judge the light better. Note the misty quality of the 
shadowed leg. This is called sfumato and gives us both 
atmosphere and a clearer focus toward the more 
contrasting upper figure. Often what we don’t show is 
more interesting than what we do show.


11 Bringing in detail, but the drawing’s not done yet…
After a round of tissue blending the drawing becomes a lighter affair. I add some head ornament with an eraser, then pencil in detail.  


I could call the drawing finished at this stage, but it’s a little too bright and breezy. I feel I need to add more depth, mood and atmosphere.
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is it worth pointing 
out that straight line 
he mentions on the 
scapula? (if we’re 
able to locate it, 
that is...)







14 The product of an artist’s hand
Here I call the drawing finished. The photograph is 


already a distant memory, a component that has been put 
aside to live its own life elsewhere. The drawing stands 
alone now, a new-born creation of organic line, tone and 
gestural energy that can only come from an artist’s hand.


13 Placing texture against flesh
I continue texturing the background with tissue, shammy leather cloth and 


kneadable eraser, turning my hand as I make shapes to avoid repetition. Texture not 
only adds interest, it can also make flesh seem softer by contrast. At this point I use 
a paper stump to soften some edges.


12 The chiaroscuro effect
With a block of square compressed charcoal I lay 


in a gestural abstract background. Artists, most notably 
Caravaggio, often kept their backgrounds dark, and 
sometimes black, to bring the figures forward for the 
ultimate chiaroscuro effect. The echoing texture also 
adds suggested movement to the figure.
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CHIAROSCURO 
STUDY SHEET


The soft half-shadow cast from the head  
to the chest. It indicates something big 
and out of frame, and makes us feel the 


world continues beyond what we can see.


Sfumato (faded 
edges) create a 


dream-like quality to 
the art and also give 


the viewer’s eye a rest 
before moving toward 


the detailed areas.


I add a half shadow drifting up the legs 
to draw the eye up toward the light. The 
idea of chiaroscuro is to compose with 
light to create atmosphere and depth.


The art of omission: by keeping 
detail murky in certain areas 


creates mystery and gives the 
viewer a chance to imagine.


Hard-edged metallic 
light against the softer 
light of flesh is much 


more intense with values 
of subtle gradations. 


Study the value shifts of 
objects carefully, 


otherwise everything 
may appear to be made 


of the same material.


Find the highest highlight  
and make all other highlights 


less intense to avoid a 
snowfall effect. Here is the 


highest highlight.


Choose a dominant light source and 
stick to it. This is important to 


remember if you’re working from 
multiple image references. The light 


source here is north eastern.


Subduing the background 
with muted darks helps to 
pop the more contrasting 


figure forward.


Hard-edged drop  
shadows create the  


illusion of depth.


15 Welcome to the Blood Temple
As long as the light comes mostly from powerful single source the figure will appear to be carved from light and shadow, regardless of time 


or place. For my oil painting, Blood Temple I worked with chiaroscuro to create the mood of a misty twilight scene. 
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How to use
everytHing you need to know about 
accessing your new digital repository


to access Filesilo, please visit  www.filesilo.co.uk/bks-2483


01 Follow the on-screen 
instructions to 


create an account with our 
secure FileSilo system, log 
in and unlock the 
bookazine by answering a 
simple question about it. 


You can then 
access the 
content for free 
at any time, and 
download it to 
your desktop.


02 Once you have 
logged in, you are 


free to explore the wealth 
of content available on 
FileSilo, from great video 
tutorials and exclusive 
online guides to superb 
downloadable resources. 
And the more bookazines 
you purchase, the more 
your instantly accessible 
collection of digital 
content will grow.


03 You can access 
FileSilo on any 


desktop, tablet or 
smartphone device using 
any popular browser 
(such as Safari, Firefox or 
Google Chrome). 
However, we recommend 
that you use a desktop to 
download content, as you 
may not be able to 
download files to your 
phone or tablet.  


04 If you have any 
problems with 


accessing content on 
FileSilo, or with the 
registration process, take 
a look at the FAQs online 
or email filesilohelp@
futurenet.com.
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